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PREFACE 

By all students of Sculpture, Professor Lanteri’s admirable 
book must be welcomed with enthusiasm. At a time when 
it is more or less the fashion in many Art Schools to admit 
“impressionism,” alas! even in the noble and restrained Art 
of Sculpture, it is indeed refreshing to read these pages, 
written not only with healthy vivacity, but with a thorough- 
ness of knowledge, aye, more, a scientific insight uncommon 
in a tentative and experimental period of both teaching and 
learning. 

It is the more satisfactory as coming from the Professor 
of the Royal College of Art, whose school therein has pro- 
duced so many admirable sculptors, and where at this moment 
all the sound principles so elaborately set forth in this book 
are being practically initiated. When I say practically initiated 
I mean that there is no axiom illustrated on these pages which 
is not forcibly maintained in practice in the school which is 
lucky enough to have Professor Lanteri as Professor. I would 
rather call my preface a “tribute” than an introduction: a 
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tribute in the sense of keen admiration for the in. hi an, the 
success, and the stimulating cause which are smh worths < ! * 
ments in the Professor’s teaching. Enthusiasm is a gn , i *1* al 
in a teacher: without that quality he is a lifeless block. ma\ 1" . 
of erudition, but when erudition, may I sa> in these du\ < .<t 
hurry, and classical thoroughness is combined with tin p'>w< i 
of inculcating enthusiasm, then a rare and very perfet t tea* Sc i 
is found. Words may be very picturesque, orator) mat b> 
perfect, rhetoric catching, but without the balance u! sound 
reasoning and practical common sense, they are as the leaw •. 
of the Sibyl which were blown away from out her cate. le,i\< s 
perhaps full of wisdom, but disconnected with each other ,mt\ 
therefore useless. Sculpture is so noble an Art that it cannot 
be played with ; jt is an Art which demands scientific intest i 
gation, which demands real knowledge, not ephemeral < r 
subsidiary, but lasting and essential. We cannot guess at 
form nor can we fluke excellence when dealing with masses 
and planes of infinite intersections and varieties ; the initiating 
steps must be sound and safely erected. In this nature Sculp 
ture has a close affinity with Architecture, it is structural, if it 
is not it is worthless. To the amateur it is easy to produce 
some effect, just as it is easy to make a good deal of a few 
well-chosen sentences in a foreign language, but the fraud is 
very easily and very soon discovered, and the amateur 
sculptor and linguist remain so to the end of time. 



Preface 


vu 


I his book is one that ought to warn superficial students 
that they must labour, that the Art of Sculpture is so difficult 
and exacting in demands of accuracy as well as of good taste, 
that before entering in her fields, it may be well to remember 
that ancient saying in a very wise Book not sufficiently 
studied, “ Take off thy shoes from off thy feet, the ground on 
which thou standest is holy ground.” 

It is as if Professor Lanteri had that motto before his 
mind when he prepared these pages of words and illustrations. 
He has approached his subject seriously, religiously, as a 
teacher and as a workm m ; his readers must read, mark, 
learn, in the same spirit of reverence for the Art of which 
Lanteri is so distinguished an ornament. 

Though I am a painter by trade, .is colloquialism would 
express it, the other great sister Arts, Architecture and Sculp- 
ture, have, from my boyhood, in a measure, run alongside of 
my craftsmanship as a painter ; had this not been so, I should 
not have ventured to use my pen on this occasion. 

I know the difficulties, I know the charms, I know the 
mazes into which the mysterious spirit of Form may lead or 
mislead. 

1 know that it is useless to model, except in the highest 
degree unsatisfactorily, without a sound and complete know- 
ledge of the human form. Not only anatomically, hut may I 
say decoratively, must the figure he studied part by part, and 
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as a whole also. The many and ever deviating sections, the 
innumerable interlacing of planes, the endless varieties ol 
surfaces, which go to make infinite and complicated outlines, 
must be studied not only by the eye generally, but by the 
mind specifically: and this is no easy task. “Impressionist 
mists” and “Will-o’-the-wisp” suggestions will lead and mis 
lead till humility is taught to the student by finding himseli 
floundering in a slough of despond : he may perhaps call lor 
the Pedant, who has been his bite noir, to save him, and in 
modesty perhaps say, “ If I had followed your track when I was 
foolish and vain, I might have found the ‘delectable moun- 
tains ’ the Pedant, kind and indulgent, will take the foolish 
wanderer by the hand and set him into a straight road, 'Flu* 
word Pedantry may be used in the sense of abuse, it may also 
imply the cause of final success. Students should be pedantic, 
narrow if you like, prejudiced if you will, positive also, but in 
the lines which their predecessors have laid down for them by 
centuries of labour and experience, and not guided by their 
own vagaries, which at the bottom of them have nothing but 
emotion. Let us feel, yes, feel intensely, but we can only be 
artists when reason and emotion have joined hands, the one- 
guiding, the other impelling. And this principle I take it to 
underlie all that the author seeks to enforce. All character, 
all reason, evt^ry form and combination of forms contain com- 
binations of emotions which Art can convey, but the artist is 
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powerless to convey them until he has trained himself to under- 
stand how and why certain combinations are impressive, either 
by rhythm or sudden transitions. It is I think not the least 
admirable chapter which deals with Composition. Composition 
can be taught, originality cannot ; the original student is some- 
times held back by his originality, it may impede his progress, 
because the initiating vision is so strong that he is apt to rush 
into its embrace regardless of the pitfalls between him and it. 
For the original genius, pedantry is probably as essential as to 
the student less endowed ; it serves as a check upon his over 
ardent and sanguine nature ; it acts as a balance against heed- 
less or even reckless novelty. 

Professor Lanteri in the long course of years has instructed 
so many students that he probably knows better than most of 
us do that “ the genius ” is not of necessity the individual who 
in the long run does best ; though of a certainty he will do 
best if he submits to authority in his student days. It is 
especially for the cleverest fellows that this book must prove 
of so much service. The experience in these pages is enor- 
mous, every possible pitfall has its fence round it, and every 
imprudent step which a student might take will find therein a 
guide which will land him at least somewhere; and some- 
where is a long way upon the road to excellence, because it 
means that a goal has been attained with a purpose, and by an 
effort which has been sustained and thorough. What more 
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can I say except to wish my friend Lanteri the success lie 
deserves, and that success will appeal to him most warmly 
which will be gained by his students under his generous and 
able tuition. If one might suggest a motto, might it not be a 
repetition of Michael Angelo’s: “ Setnpre I m pare ! ” 

\Y. B. Richmond. 
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MODELLING 


CHAPTER I 

RELIEF FROM NATURE 

When we model a study in the round, we must, as soon 
as the pose and action are arranged, obtain the proportion 
and construction of the figure. In modelling a relief, which 
is an interpretation of nature, we can, on the contrary, only 
gradually by our work obtain the appearance of this con 
struction. 

The effect of perspective has to be produced by a super- 
position of planes. These alone can give to a flat surface 
the appearance of roundness which the object possesses in 
nature. 

The study of relief offers therefore much greater diffi- 
culties than the work in the round, which is a positive 
thing, whilst in relief, — beyond the outline of the figure, 
which remains the same as in the model, all the rest is 
artifice. 


B 



2 Modelling 

It is a grave mistake to let young beginners work in 
low-relief, as I have often seen it done! In order to do 
relief-studies, one must already be well acquainted with the 
construction of the human frame (only to be taught by 
studies in the round) so that we may suggest the con- 

struction by the more or less artificial means employed for 
relief. 

Measures taken with the callipers are of as little use in 
relief as in drawing ; for there is the perspective to be con- 
sidered, which loses the true proportion pertaining to all 

the parts of the body. 

The lower the relief, the greater the difficulty! Unless, 
the student is content to draw an outline on the back- 
ground, and to fill it in with a certain quantity of clay, 

laid on in an even thickness, and then to put into this 

mass a few anatomical details. At that rate any one can do 
it, — but that is not true study from nature. 

There is no absolute law for relief, it may be more or 
less projecting, and the sculptor must choose the degree of 
projection, which, for decorative purposes, depends on the 
place to be occupied by the work. Its projection, treat- 
ment and style ought to be governed by the architectural 
surroundings and by the height at which it will be placed. 

In no case must the relief by too rich effect, or too 
much movement of lines, destroy the architecture that sur- 
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rounds it, for from the decorative point of view its object 
is only to enhance the architectural effect. 

I have seen plenty of such examples, where the sculp- 
tor seems to struggle with the architect to draw attention 
to his work only ; — a vulgar mistake, for the result is always 
destructive of the harmony of the whole. 

I also know several cases, where, in order to enrich the 
effect of the relief, the sculptor has not hesitated to cut 
into the wall, even almost through the wall, to produce a 
violent shadow, darker than the strongest shadow of the 
whole architectural work which he is decorating ; so that 
unity and harmony are so completely destroyed as to 

alarm the mind of the spectator about the solidity of the 
structure ; for where the eye does not receive the impres- 
sion of strength and possible duration, there is an uncon- 

scious misgiving, which will prevent the work of art from 
entirely satisfying us, however much we may admire it. 

The Greek sculptors of the best epoch have never 

committed such mistakes, on the contrary, they more than 
any others have applied themselves to respect the principle, 
that the whole is more than the part. 

Therefore in any relief designed for decorative purposes, 
we must above all harmonise the effect, that is the lights 
and shadows, as well as the style and lines of the composition 
with those of the surrounding architecture. 
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4 Modelling 

In beginning our first study of relief from nature we 
have to trouble about nothing except the projection which 
we judge to be appropriate to the pose and the character 
of the model. To begin with I should advise the relief to 
be rather high, that is about an inch of projection for the 
highest parts. That will allow you to accentuate the principles 
which I shall try to explain further on. 

The object of our study in relief is to suggest in its slight 
projection as much as possible the effect of nature, not only 
in the outer contours, but also in producing the idea of 
roundness. 

In decoration you cannot treat every pose in relief ; limbs 
in perspective are not suitable for it, for, although they may 
be successfully executed, at a distance the result will be 
hardly intelligible, but rather confused and painful to look at. 

Observe with what care Phidias has avoided all poses in 
perspective in his frieze of the Parthenon. 

All the same it will be a good exercise, after some first 
studies of simple action, to make others with slight f ore- 
shortenings, as in a composition there may happen to be 
some foreshortenings that cannot be avoided without des- 
troying the lines of the composition. 

For a first study I advise the student to give his model 
a very simple pose, where the limbs will be presented as 
much as possible in their entire length, but yet with some 
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contrasts in the large planes, as for instance in the direction 
of the plane of the upper or thoracic part of the figure with 
that of the lower or abdominal part of the torso, as well as 
the plane of the head in contrast with that of the thorax, 
(See example of poses in Fig. i.) However simple the pose, 

the difficulty will be sufficiently great 
to make the study interesting. 

Having posed the model, you make 
a clay background about 32 inches 
high and of a width according to the 
development of the pose. This pro- 
portion is best for a first study ; you 
will gradually go on to the natural 
size. 

Fix this background to the model- 
ling-stand by means of two battens, 
their upper end nailed to the top of 
the board, the lower one to the turn- 
table, see Fig. 2. 

It is very essential to place the background vertically on 
the stand in order to get your figure well balanced, Fig. 3. 
If the bottom of your background projected beyond the upper 
part, you would put too much clay on the upper part of the 
figure in order that it should meet the plumb-line, anti 
should the relief afterwards be placed in a vertical position, 
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the figure would fall forward. If the upper part of your 
background should overhang, the opposite result would 
happen. See Figs. 4, 5, 6, and 7. 
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This settled, you draw with a modellmg-tool on the clay 


background the pose of the figure in its larger lines, that 



is, as for the figure in the round, the chief 
line of movement, the line of contrast of the 
shoulder with the iliacs, and so on. (Fig. 8 ) 
I shall not here repeat the principles of the 
movement which I have already described 
in the first volume. 

Now you fill this clay outline in to the 
maximum of relief that you wish to give to 
the figure (Fig. 9). The drawing has fixed 
the contrast of lines and the general direction 
of the movement, and now you attend to the 
contrasts of planes 

With a large wire-tool like Fig. to you 
firmly cut the large surfaces in their general 
direction and without reckoning with details 
(see Fig. 11); after these large planes you go 
on to the lesser ones according to their im- 
portance and thus come gradually to the 
details. 


There is another way of making a relief 
of one inch projection : You make a background of two 
inches thickness, on which you draw the chief line and the 







Fig. 9. 
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outlines with a wire tool to the depth of one inch (Fig. 12), 
and then cut off the planes as before-mentioned. You will 
obtain the same result as by the first process and perhaps 
attain it more rapidly. 

Both these ways of working are equally good for a 
relief of one inch depth, but the latter is preferable for a 
very low relief and not permissible for a higher relief than 
one inch. 

The essential thing to be obtained one way or the other 
is the* general substance of the figure. If you begin by in- 
dicating the head, then the neck, the thorax, and so on 
to the feet, by trying to give immediately the relation of 
planes and forms to each other, there will always be a lack 
of unity in the relation of the planes worked in that piece- 
meal fashion ; they seem not to blend and you will some- 
times dig into the background or get so much projection 
that it will approach the actual form in the round ; in 
short, the sense of continuation and construction is lost from 
the beginning. 

Having to give a flat surface the idea of natural round- 
ness, we can only by lucky, that is, not readily perceptible 
deceptions get a successful effect, but our principal aim must 
be to obtain this by the superposition of planes, particularly 
in the outlines of the figure. 

As I said before, if you are content with drawing an 
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outline, filling it in with clay to a certain thickness and 
indicating in this mass some divisions of form, you will pro- 
duce the effect of a paper doll cut in outline and stuck on a 
background. It will be inert and cannot for a moment sug- 
gest either the construction or the atmosphere which surrounds 
the living model, because it has apparently only one plane, 

or rather two : that 
of the figure and that 
of the background. 

To avoid this re- 
sult, the most im- 
portant principle in 
relief is to attend to 
the superposition of 
planes in the outer 
contours, and then to 
the inner outlines 
given by the various 
forms of the figure. 

in rig. 13, which represents the Deltoid, Trapezius, 
Biceps, Thorax and Dorsal, you will observe that the contours 
around these muscles present five superpositions of planes : 

1. The Deltoid is outlined in projection over the Trapezius 
muscle. 

2. The Deltoid is projecting over the Biceps. 



Fig. 13.— Superposition of Planes. 
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o- The Biceps is outlined over the Coraco-Brachialis and 
over the Triceps. 

4. The Pectoral is outlined above the Thorax. 

5. The Thorax lies over the Dorsal. 


Suppose we let the student gain this experience for 
himself, that is, make 
only one big con- 
tour round this mass 
of muscles without 
any superposition of 
muscles within the 
outline, and let him 
blend all the planes 
together as shown in 
Fig. 14 ; then on a 
fresh background ex- 
aggerate the prin- 
ciple of superposition. He will immediately perceive the 
difference of strength in the form and the effect of distance 
which every higher plane gives to the adjoining one. He 
will notice the suggestion of roundness to be obtained, when 
each plane serves as foil to the other, — whilst with the previous 
attempt the effect from the distance is only that of the paper- 
doll stuck on a background. 


k 





Compare with Fig. 13. 
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This principle repeats itself in all the contours formed 
by the human figure. If you take the leg, -(Fig. 15), in the 
interior outlines you will find, although perhaps less accentu- 




ated than in other parts, the fol- 
lowing superpositions : 

1. The Sartorius is outlined over 
the internal mass of the various 
Adductor muscles of the thigh. 

2. The Vastus Internus (part of the great Triceps of the 
leg) is outlined against the Sartorius and the mass formed 
by the inner Condyle of the Femur and the head of the 
Tibia. 
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3. The Patella stands out over this same mass. 

4. The Tibia is outlined against the Gastrocnemius. 

In the foot seen from the front, as in Fig. 16, you will 
easily notice the following superpositions : — 

(a) The interior profile of the Instep over the heel, 

( 5 ) The plane formed by the mass of the toes over the 
Metatarsus, 

(<") Pile outline of the arch against the leg and the 
external ankle-bone. 



Fig. 17. 


Let us also look at the inner view of the arm. There 

we find : 

1 The Deltoid overlying the Biceps, 

2. The Biceps' over the mass of the Supinators, 

3. The Biceps over the Coraco-Brachialis and Triceps, 

4. The Coraco-Brachialis over the Triceps. (See Fig. 17.) 
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You will see from these examples, that this principle ex- 
tends to all the exterior and interior contours of planes which 

the body presents, and you can easily find more examples for 
yourself. 

Let us now look at the torso from a three-quarter view 
as given in Fig. 18. 

You find here first : the superposition of one Pectoral 
over the other Pectoral ; i.c. the Pectoral nearer to the eye 
than the other (2) which follows the receding plane of the 
upper mass of the torso, is outlined above this latter. 

2. In the central part of the torso the mass of the 

Abdominal muscles (3) nearest to the eye stands out against 
the further ones (4) for the same reason. 

3. The mass numbered 4 is relieved over the Oblique 
muscle numbered 5. The other Oblique, numbered 6 being 
more projecting than the abdominal muscles, is superposed 
on these. It is the same with the outline of the thorax ; 
(7) its cartilaginous part stands out above the abdominal 
muscles, and so on. 

You will have realised that this is one of the most 
important points in the study of relief. The few examples 
of superposition which I have demonstrated are the most 
accentuated ones, but you may continue them ad infinitum. 
Occasionally you find them with very delicate gradations, but 
having practised your eye by study, they will end by lying 
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quite clearly before you. The more you have maae this 
principle your own, and applied it with all the conscientious- 
ness that our profession demands, the more will you be able 
to appreciate its value. 

Thus the first thing we have to look out for after the 
pose, is the relation of the large surfaces to each other, that 
is, their relative projections according to the view we have 
of the model. 

These relative projections must be copied faithfully in 
your studies. At a later period, when your work has a 
decorative purpose, or when you do a composition in relict, 
you may dodge a little, but not in the elementary studies 
you are doing. 

I am perfectly aware that to copy nature faithfully in 
relief as relative projection, does not often produce a good 
relief according to the laws of harmony, but regardless of 
these considerations, our studies from nature must be 
executed with perfect sincerity and great respect for the 
model. 

When you are more advanced in the study of relief, and 
have quite mastered its principles, you may, even you must 
take some liberties to obtain the harmony of planes which a 
relief requires; but this belongs to the domain of com- 
position, of which I shall treat later on. 

To return to our first study : Having with the wire- tool 
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(Fig. 10) cut the surfaces broadly, and sharply, you may 
perhaps lose the outlines, but do not be alarmed at that, for 
you will recover them more easily by the careful drawing of 
the planes they contain. 

The large mass of more or less accentuated planes, each 
receiving the light differently, give not only a rich effect to 
the surface, but also suppleness to the form. 

In this work of relief anatomical knowledge is necessary, 
but it does not play so important a part as in the figure in 
the round ; for what we are modelling is not the actual* 
real thing, only we have to do our best to suggest the 
effect of nature. 

It would even be damaging to work much with a view 
to anatomy, for one might unconsciously fall into working 
in the same style as from the round ; one would be inclined 
to add to the projection and not only might one exceed the 
projection settled for the work, but also by attending only to 
the anatomy of the model, one would neglect the study of 
the superposition of planes, one would blend all the forms 
together and obtain again the doll-like effect. See Figs. 19, 20, 
21 ; the difference only being, that this one would be round, 
instead of flat ; but there would be the same lack of supple- 
ness in the contours. 

‘ On a round part the light glides and does not come to 
a stop, it determines no proportion and does not arrest the 
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eye; the latter too, sweeps over the whole form without being 
arrested by characteristic points of the whole. 

Let the student gain this experience for himself. Sketch 
out any relief by strongly exaggerating the flat planes, in 



< Fig. 19. 
Compare*with Fig. 15. 
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the outlines as well as in the in 
terior forms. Then sketch out the 
same subject in higher relief, round 
the planes off and blend them in 
exaggerated fashion. Now place 
both these reliefs side by side at a 


good distance, and you will become aware of the difference 
in quality of the two. The one with flat planes will, so to 
speak, write down all the forms and fix their character, 
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because light as well as shadow' will be held in place by the 
arresting angles ; in the other one, on the contrary, the 
light will spread all over, and will consequently write down 
nothing ; it will be vague and undecided all over. 

After you have applied in your study all the above- 
mentioned rules and firmly drawn it, with perhaps a little 




exaggeration, it will be easy to modify the latter, to take off 
its crudeness or hardness. You have only to let yourself be 
guided by your anatomical knowledge to give the right 
direction to the forms, just as you would do when modelling 
in the round. Fig. 22. 


The study of relief must, even more than the study in 
the round, be done by colour. You must not work long 
under the same effect of light and shadow ; you must 


c 2 



20 


Modelling 


frequently change the lighting, but be careful always to 
place your work and the model under the same effect. 

As it is impossible to give in a relief of one inch thickness 
the same intensity in the dark shadows that you see in the 
model, you must make a scale of values. If the darkest 
shadow in the model has, figuratively speaking, an intensity of 



TONE VALUE IN THE MODEL 
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Comparative tone value in relief 

Fig. 23. 

sixteen degrees, and if we cannot obtain more than four 
degrees of depth in our relief of one inch projection, all the 
secondary values must be taken in the same proportion, i.e. 
as 16 to 4. Fig. 23. 

By changing the light you have the advantage of lighting 
up what was in shadow, and may then observe the richness 
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of planes which you did not notice when in shadow. And 
you can give the breadth of substance of nature to these 
planes, which might have appeared hollow to us whilst they 
were in shadow. Then, by turning again, and placing this 
part on which you have just worked in full light, you will 
observe other things and thus your work will progress. 
(Fig. 24.) 



CHAPTER II 


DRAPERY 

I\ the study of drapery it is just as necessary to learn 
construction, as m the study of the head and figure, for of 
whatever material it is arranged, the construction of the folds 
is invariably the same 



Fig 25 — The Eye of the Fold, showing the Starting point 
of the Planes 


Before trying an arrangement on the figure we must study 
a fold by itself. 

All folds have a movement of surfaces or planes. This 
movement starts from a certain point and is constantly 
repeated. We may call it the anatomy of the fold 
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One of its chief characteristics is, what in studio-slang 
we call, “the eye of the fold”, it is here that we find the 
starting-point of all the 
planes, as indicated in 
Fig- 25. 

You will easily under- 
stand this, if you take a 
piece of clay and make 
an even round stick of it, 
about eight or nine inches 
long , imagine this to re- 
present a fold falling ver- 
tically, of even thickness 
all its length. 

Having pressed this 
stick of clay in the middle 
and turned it at a right 
angle (Fig. 26), you will 
find that the pressure in 
the centre has pushed the 
material out and formed 
a more prominent point 
than the surrounding 
part ; this is called the eye of the fold, and by an invariable 
rule, directly above this eye will be a projection. (Fig 27.) 
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It is important to observe the direction of planes round 
this projecting point. (Fig. 28.) 

Around the eye there is a rapid movement of planes, 
which gradually extends until it meets with a corresponding 
movement starting from another eye. (Figs. 28 and 29.) 

This principle applies to any kind of drapery, although 
it is more or less accentuated in the different materials. In 
silk (Fig. 30), for instance, which is a rigid material, the eye 



iiG. 27 —Showing Projection of the Eye of the Foid 

is more angular, the differences in the proportion of the fold 
are more marked than in any other material ; the background, 
or rather the interior of the folds, is generally larger, the 
drawing of the folds is less elegant, more broken up, giving 
rather a “baroque” effect. Employed in sculpture, this 
material may give a brilliant effect, but a slightly vulgar one ; 
however, as you may be called on to make a statue in 
modern costume, where silk is frequently employed, it is well 
to make a special study of silk folds, and by simplifying the 
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lines and details, by treating the whole broadly, jou may 
succeed in giving it a good sculptural effect. Modern Italian 
sculptors make a point of getting an exact representation of 



Fig 28. — Showing Direction of Planes round the Eae of 

the Fold. 

this material, and the result is the vulgarity which characterises 
this school. 

In velvet (Fig. 31) the projecting point about the eye is 
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more rounded. In muslin (Fig. 32) the eye is less palpable, 
the folds being softer. This is the material which lends itself 
best to sculpture ; being light and transparent, it allows the 
form underneath to be visible, though clothed ; the propor- 
tions of the folds, which are as a rule small, make a good 



Fig 29 — Diagram showing Movement of Planes round thl E\e of 

the Fold 


contrast to the breadth of the human form ; they follow its 
undulations and blend with it. The Greeks employed muslin 
more than anything else for draping the figures of women 
and sometimes by way of contrast, to give more richness, 
they combined it with another material that fell in larger 
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Drapery Arranged on a Board. [Page 26a 

Fig. 31.— Velvet. 




Drapery Arranged on a Board, 
Fig. 32. — Muslin. 



-L'rdpeiy Arranged on a Ik 

I iu 33 —Group of Tolds Suit\i i i 
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folds. But, although less pronounced than in silk or linen, 
the principle mentioned above exists in muslin folds. Know- 
ing this rule well, you can easily detect it notwithstanding all 
the accidental derails which at first seem to conceal it. 

You can have an exaggeration of this principle by trying 
to make a fold with a piece of oil cloth, and there you will 
easily observe it. 

But I warn you against attempting to model a fold without 
having grasped this principle, for, I repeat, it is always the 
same, and every arrangement of drapery is a repetition of it 
in all the folds which compose it. 

We must not forget, that, as in the figure or bust, or any 
other subject of sculpture, it is preferable to begin by laying 
on a small amount of clay, and to add to it gradually in order 
to obtain the quantity of the model we wish to represent. 
By putting on too much clay to begin with, you are compelled 
to cut and scrape off, and thus you entirely lose the freshness 
and expression of the model. 

Now having well grasped the rule which I have been 
trying to explain, provide yourself with an even background 
of clay on a board, also with another board and fix both in 
a vertical position. 

Arrange a group of folds of different forms (Fig. 33) on 
the second board and begin to copy the same from the front 
view. Lay the clay on in small rolls to indicate the drawing 
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and the composition of the folds, as well as the exact pro- 
portion of distance from eye to eye. It is just these distances 
which — as in the construction of the bust or the figure — 
give you the characteristic likeness of the arrangement of 
drapery. See Fig. 34, photograph from the clay in the first 
stage. 

After having indicated all the folds from the front-view, 
work on both sides from the profile, in order to establish the 
variety in the projections ; then come back to the front-view 
and work from below. 

Now you may begin to mark the projection above the 
eyes, and from these points indicate the movement of the 
planes or surfaces by exaggerating it. See Fig. 35, photo- 
graph from the clay in the second stage. 

In progressing with your work, instead of seeing to the 
superficial part of the folds, it is preferable to finish the 
bottom or interior first, so as to avoid spoili ng the exterior of 
your work. 

Having most carefully finished the interior parts, you 
may go on to finish the projecting parts. This mode of pro- 
ceeding will give suppleness to the work, and by joining the 
surfaces of the deep underparts to those of the projecting 
parts, you get a continuation of planes which will give restful- 
ness and breadth to your work. 

I strongly insist on this way of progressing, having often 
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Fig. 33 — Second Stage. 
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found that students are very careless about the interior parts, 
not only in draperies, but in every other work they do. 
There is a little difficulty about it, which seems to prevent 
them, a certain want of skill— not to call it laziness. 

The moment when the student has grasped that it is the 
finishing of the interior parts which give suppleness to the 
outer face, or surface, he has made a great step in advance. 

You may work indefinitely on the more visible parts, but 
if the inner depth is not finished with the greatest care, you 
will only produce an inert mass of folds. 

In Nature what is hidden from sight is worked out as 
carefully as what is before our eyes — hence its grandeur of 
aspect. It is the same as in a head for the back part of the 
ears, the interior of the nostrils, &c. As I have already 
stated in the previous volume regarding this subject, it is 
impossible to obtain the supple aspect of either feature if the 
interior parts are not drawn and modelled first. And I must 
again and again impress on you, to finish the interior parts 
first, else you will never obtain a life-like effect. 

I should like to draw your attention to the great care 
with which the drapery of Gothic figures is executed. If you 
look at the section of the folds, you will note that they are 
not a simple cut into the stone, but extend sideways under- 
neath the projecting folds (see Fig. 36), so that the shadows 
produced by these deep-lying parts are not hard shadows, on 
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the contrary, often some light will get upon them and cause 
a charmingly transparent shadow, from which the outer fold 

is strongly detached. It 
acts thus as a foil and gives 
a rich effect, while at the 
same time simple and chaste 
in line and planes. 

Fig. 36. — Section of Gothic Having finished the in- 

Drypery. 

terior parts and studied the 
surfaces as far as line, proportion of length and comparative 
width are concerned, and modelled the movement of the 
planes, a few realistic details may be useful to interrupt the 
hardness which the exaggeration of the planes may have 
caused. 

Here it is a question of taste to choose details which will 
add life and force to the work, and to suppress others which 
would be useless for this purpose and might only give an 
effect of confusion. 

In the same way as for the head and figure, you may at 
this point work by colour. Try to put your drapery and 
your own work in the same light, that is, under the same 
effect of shadow and light and work by comparing the values 
of shadows in the model and in your study. You will thus 
obtain simplicity. (See Fig. 37, photograph from the clay in 
the third stage, and Fig. 38.) 







Fig 37 
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Fig. 38.— Copy in Clay of Fig. 33. 
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The tools ior modelling drapery are the same as for any 
other modelling. You will find a wire tool and a tool which 
has the shape of the thumb, as shown 
in Figs. 39 and 40, extremely useful 
for the ground. Besides these it will 
be necessary to have two brushes, a 
flat one and a round one ; their size 
will depend on the size of your work. 

You will find them very helpful for 
cleaning the inner part of your folds, 
as they will allow you to reach more 
easily into the depth of the hidden 
parts than any other tool that I know 
of. They will particularly assist you 
to smooth the surface of these inner 
hollow portions. 

For the finishing stage of the 

drapery-study you ought to use softer 

clay ; it will be more plastic or pliable „ 

J r r Fig. Fig. 40. 

than the foundation of the work, and 

render it easier to simplify exaggerated portions by spread- 
ing it lightly with the finger over them, without destroying 
the planes obtained before. 
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THE ARRANGEMENT OF DRAPERY 

Drapery is the 
generalisation of 
clothing. The gar- 
ments which adapt 
themselves to cli- 
mate, manners, and 
taste are called 
costume. 

Antique art at 
its zenith always 
draped its figures, 
only in archaic 
period or in the 
period of Roman 
decadence do we 
find an imitation 
of costume. 

In Greek statuary male figures, apart from portraits, were 
rarely clothed. In bas-relief, which comes near painting, the 
Greek costume found its place, being so extremely simple, 
that it lent itself easily to sculpture. 

The living model, draped and left undisturbed, gives us 
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at every turn excellent arrangements but, in order to copy 
these without alterations, one must work very quickly, as the 
model can after all only sit for a limited time. And this 
is a quality one acquires only in time, and after having pre- 
viously studied drapery on a lay-figure or plaster cast, and 
knowing well the principles and laws of the direction of folds 
and their masses. 

It behoves us therefore to make at first a study from or 
after an immovable object which will allow us the necessary 
time to comprehend the principles, which the Greeks have 
taught us so well by their magnificent works, and which I 
shall try to put before you. 

Later on, when you are quite familiar with the subject, 
it will be an excellent plan to make studies in this style 
from the model (Fig. 41, 42, and 42A), rapid sketches where- 
in you force yourself to give its spirit and reproduce the 
large movement of the fold as well as the general character 
of the model. But to begin with it needs a careful study 
of the principles and reasons, which when well known, give 
you the necessary skill to make studies from nature in small 
proportions. 

Although the arrangement of drapery on a figure may 
be a matter of individual taste, there are certain canons which 
you must know and follow. 

Firstly : An arrangement of drapery must on no account 

D 
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by false direction of folds hide the figure; on the contrary, 
each fold, each detail of folds must contribute to explain the 
nude underneath by its movement, direction, and form. If 
this rule is not adhered to, the result will be a confused 
mass of lines without obvious reason or harmony. 

Secondly : There must be a general direction, a chief or 
leading- movement in the arrangement of the drapery, which 
the artist will select according to the pose of the figure and 
the decorative effect he wants to obtain. 

For this sort of study it is a good thing for the student 
to begin with a simple arrangement on a plaster-cast ; then 
gradually go on to more complicated arrangements with dif- 
ferent materials — for instance, a muslin tunic, and over this 
tunic a piece of flannel arranged in folds ; this wall be an 
excellent practice in observing the different thickness of folds 
as well as their different treatment. 

A plaster-statue that is to be draped should be covered 
with a solution of bees’-wax and turpentine. You may use the 
following recipe : Pour a pint of turpentine into a saucepan, 
take a piece of bees’-wax as big as an egg and shred it finely 
before putting it into the saucepan to dissolve. Place this 
saucepan on a gentle flame, or better still, lest it should 
catch fire, inside a larger pan filled with hot water, and let 
it melt, stirring it occasionally. When the wax has been re- 
duced to a liquid state, dip a large brush into this mixture 











Fig. 42A. — Time Sketch from T ife 
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and paint the statue over with it, allowing it to dry quickly. 

If necessary, give it another coat of the mixture an hour 
later. For this second layer you must of course reduce the 
solution again to a liquid state, else the wax would lie too 
thick on the. statue. This coat of wax and turpentine will 
prevent the statue from absorbing the moisture of the drapery, 
so that it does not dry before you have had time to make 
a serviceable arrangement of folds. 

It is preferable to use a damp material for your first 
drapery studies, because the folds will adhere better to the 
statue than if they were dry, and you obtain by these means 
an exaggeration which will show up the principle more 
clearly. 

Dip your material — and I would recommend a rather thick 
material at first, for instance, flannelette — into water and wring 
it out again, leaving enough moisture in it to make the 
folds fall well. Then cover the statue with this material 
and you will immediately observe that all the projecting . 
points of the figure arrest the drapery and become starting- 
points for other folds. I now only mention this very impor- 
tant matter, but shall enlarge on it further on. 

The first thing to do is to find a chief line, that is, the 
general direction of the fold or the mass of principal folds, 
which will, so to speak, be the line of expression ; for this 
fold, or mass of folds, must be directed according to the 
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movement of the figure, and must contribute to its expres- 
sion of action. Fig. 43. 

This chief line will divide the figure in unequal parts, 
and those parts will be filled by masses of folds. 

Between each of these masses you must find some rest, 
that is some plain part, for these spaces of rest will give 
value to masses of folds, and will at the same time allow 
the forms of the figure to appear through. Figs. 44 to 53. 

You must avoid in the large masses to have the folds 
equal in size ; that would become monotonous. A certain 
variety of volume in the folds will on the contrary cause 
more variety of shadow and light, and give at the same time 
more interest to the arrangement. 1 am well aware that 
there are examples, for instance in Byzantine art, where the 
folds are generally parallel in direction and of equal size, 
but I do not think that you should follow their example in 
a study. 

The most important rule for an arrangement of drapery 
is, that all the lines made by the folds should take their 
starting-point from the salient points of the nude ; all such 
salient points become centres of radiation for the folds. See 
Figs. 45 to 53. 

As in Architecture and Drawing, so in Sculpture, it is the 
salient points of the outline that determine the proportion 
and stamp its character on the work, so the lines of folds. 





Drapery Arranged on Plastei Cast 
Fig 43 — Chief Line ot Dr\pff^ 








Drapeiy Arranged on Plaster Cast 
Fig 44 —Complete Arrangement 





Drapeiy Arranged on Plaster Cast. 
Fig. 45.- Side View of Fig. 44- 
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Fig 46 — Arrangement of Drapery on the Limng Model. 
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Fig S°- Arr \n(.emevt of Dra.per\ on the Living Model 
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cominor from different directions and blending with each other 
at the salient points of the nude, attract the eye of the 
spectator and guide it to the characteristic points. When 
you have these central points well established, the arrange- 
ment becomes strong and “clear,” and the folds springing 
from there will complement and accentuate the figure in its 
action and proportion. 

You will see by the diagram, Fig. 54, where the folds 
take a false direction of radiation, and by comparing it with 
Fig. 55, where the folds go to the one starting-point, how the 
former is wanting in harmony and construction. 

It is not only the salient points of the nude figure which 
become starting points for the folds, but also the movements 
which raise a drapery. If the latter is carried over the arm, 
and you bend this arm, the folds will close up at the joint, 
and cause radiation. See Fig. 56. 

Or if the drapery is grasped by the hand, the folds will 
group themselves in a very small space and spread out thence 
in their various directions. See Fig. 57. 

Again, if a drapery is supported by a limb stretched in 
a more or less horizontal direction, its folds will be strewn 
over the limb without any radiation, as you see in Figs. 58 
and 59 where the folds appear in an almost equal distance 
over the raised limb until they touch the knee, and there, 
the direction of the leg passing from the horizontal to 
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the vertical, with the knee projecting, radiation takes 
place. 

You will also note in this same figure, that the background. 



Fig. 55. — Drapery showing Right Direction of Folds. 







o Parallelism of the folds. 
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Fig. 58. — Victory. Showing Parallelism of the Folds on the Thigh 




Modelling 47 

to follow the form of the nude and to give it force and 
richness. 

If you study the greatest masterpiece of draped Sculpture, 
“the Fates” by Phidias, (see photograph of “the Fates.” 
Fig. 60) you will deduce these principles very plainly from 
them. See Fig. 61 of a diagram after “the Fates.” 

When you have the chance of seeing a cast from this group, 
or the original in the British Museum, I advise you to look up 



into the folds from underneath. You will then observe another 
principle : namely, that all the shadows cast by the folds will 
draw the section of the nude ; these shadows follow completely 
the graceful undulations of the figure and illustrate its form. 

If on the other hand the shadows of the fold which touch 
the nude were in a more or less straight, horizontal or vertical 
line, the substantial force of the figure would disappear, and 
although the statue is in the round, it would have the ap- 
pearance of low-relief. 
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Let us for instance take the example of a girdle placed 
underneath the bosom. If the line of the girdle were quite 
horizontal (see Fig. 62), the line would never suggest the 
roundness of the body. But if you exaggerate the round 
direction of this line (Fig. 63) by following as near as you 



Fig. 62. — Showing Girdle in a Fig. 63. — Girdle following the 

Horizontal Line. Section of the Figure. 


can the section of the figure at this part, you will observe 
that the statue loses nothing of its roundness and consequent 
force. 

All these rules you must learn in the beginning, but later 
on, your artistic feeling may and must take those liberties 


E 
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which your own ideas suggest ; but understand, that for all 
art-work, in order to take liberties you must first know the 
unalterable laws of nature, and then, if you want to accentuate 
here and there, in order to give strength and character to 
your work, you will not do it in haphazard fashion. 

In the arrangement of drapery we come very near to the 
subject of composition, for the latter is more the result of 
feeling than calculation. 

Your taste must dictate harmony and grace of line in the 
matter of folds. The expression which you want to obtain 
in a figure must guide you in the general movement of folds 
for their direction. 

One of the most important points therefore is the 
harmonising of the lines of drapery with those of the figure ; 
however this, if carried too far, might become insipid and 
affected. Here it is that artistic feeling comes in. A dis- 
cordant note thrown in with spirit and discretion may, by 
contrast, give value to the other lines. A great contrast in 
the direction of the lines of drapery with the movement of 

the figure may even accentuate this action. See the example 

* 

in photograph, Figs. 64, 65, 66. 

All folds which touch the nude must be what I would call 
discreet, but where the folds are away from the figure, you 
may take all the liberties which good taste will allow. See 
photograph of the figure of “ Victory,” Fig. 67. 





[To face page 51. 

Fig. 64. — Arrangement of Drapery on a Plaster Cast, showing 
Contrast of the Line of Drapery with the Movement of the Figure. 
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In this figure you will note with how much care and delicacy 
this principle is carried out ; the folds adhere to the nude in 
following the model and the undulating curves of its forms, 
which are strong and well-rounded, and, notwithstanding, the 
figure looks and is perfectly clothed ; but the folds which float 
around this figure are treated with great liberty and an 
abundance of lights and shadows, some of them carved deep 
into the marble block, and yet simple in character, for the 
light glides so softly over them that you pass gradually to 
half-tint, and from half-tint to shadow without the shadows 
being absolutely black. The treatment of this floating drapery 
makes a violent contrast with the sober effect which the 
drapery touching the figure produces, and thus they give 
value to each other. 

In nearly all the best antique statues, those in the round 
and those in relief, you find a repetition of this treatment. 
Like everything instantaneous, floating draperies cause the 
sculptor great difficulty, and here he ought to be guided 
almost entirely by his artistic feeling, for these draperies 
become, as we might say, the frame for the figure ; they 
add to its movement, and even indicate the previous move- 
ment. 

For a relief it is fairly easy to obtain a good motif of 
floating draperies by throwing a piece of linen on a back- 
ground in the lines one wants (Fig. 68). This means may 
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Fig. 74. — Arrangement of Drapery on a Plaster Cast. 





[To face J> 

P'ig. 66. — Maenatj : Chimairophonos. Showing Contrast of Li 
Drapery with the Movement of the Figure. 
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also be employed for a figure in the round by giving in the 
execution a greater movement of planes than you obtain 
with the drapery arranged on a background. 

In a floating drapery the principle of radiation of the folds 
must be still more emphasised, as you see in Fig. 69, where 
the folds grouped at the starting-point spread out below it, 



so as to suggest that the air swells and supports the material. 
Parallel folds could never render this effect so well, which 
fact you will at once realise when you compare the figures 
69 and 70 with each other. See also Fig. 71. 

If the character of the garment and the fineness of the 
material require small folds, they must be distributed in 
that several of these small folds form only a 


groups, so 
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subordinate part of a large mass formed by a principal or 
leading fold. 

The drapery ought to help us in explaining the action or 
expression of the figure-subject. If, for instance, the figure 
is floating in the air, the drapery ought to explain whether 



it is ascending or descending. If it is ascending, a column 
of upper air will weigh on the draperies , if it is descending, 
on the other hand, the air sustains them and holds them up. 

The play of the draperies ought also to show whether 
the figure is in repose or in action, or, when the action has 
ceased, whether it was slow, quick, or violent. (Fig. 72.) 









Fic 72 — Filing Dr\per\ 
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Fig. 73 — Example of Arrangement of Drapery on the Lay Figure. 
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In draping his figures the artist must not forget that 
the nude figure is the principal part, and that draperies are 
only accessories, destined to clothe it but not to hide it, 
and that they must on no account be the result of caprice or 
whim. 

To avoid mistakes, the sculptor should model his figure 
in the nude before draping it ; without this precaution he 
would run the risk of going astray, and would add to or take 
off without noticing it from the proportion of certain parts 
of the body, especially of parts where outline and form are 
hidden under the folds. 

The nude of a figure to be draped should be rather 
stout than thin, for the shadows cast by the folds cut the figure 
in several parts and make it always appear of lesser volume. 

It will be easier for you to copy drapery by using a lay- 
figure (Fig. 73), or a sketch from the nude in wax, or a 
sketch in clay, modelled in the desired action and afterwards 
cast in plaster ; but you must always keep account of the 
fact that drapery so arranged cannot have the suppleness 
which it would have if arranged on the living model. 

You often hear it said that drapery reveals the lay- 
figure when there is hardness in the folds ; you must there- 
fore be very careful in the disposition of your drapery, and 
also take care that the execution should be naive and not 
betray the lay-figure. 
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The genius of the antique conceived drapery as a motif 
of variety, an expression of gracefulness and refinement. In 
order to enhance the attraction of beauty, they surrounded 
it with mystery, but a mystery which was not impenetrable 
and which allowed you to divine the form underneath. 

In your first studies of drapery arrangements, you must 
faithfully copy what you see in the model ; you can never 
be too honest and sincere in study. Sincerity will make 
you observe nature better than interpretation will, and 
the different observations which nature in its varied character 
suggests to you, will furnish your artistic mind and prevent 
you in the future from repeating yourself, and thus will give 
variety to your future works of art. 

However, as no arrangement of drapery whether on lay- 
figure, or statue, or living model, will give us without fail 
exactly what we want for a work of art, you will have to 
choose what to suppress and what to amplify. But do not 
commit the mistake of thinking that you must modify from 
the beginning in the arrangement on the model whatever 

does not absolutely please you. 

I have often experienced, that when I had copied as 

sincerely and literally as possible what was before my eyes 
and expected to have to make great changes to improve on 

the lay-figure, I found to my great surprise when the work 

was finished that there was very little, sometimes nothing, to 
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change. But on the contrary, if you begin with suppressing 
in> one place and adding in another, the result will be that 
none of your folds would agree and harmonise, for in the 
nature of folds one fold is the sequence of another. By 
proceeding thus you would have to make constant changes, 
and the model on the lay-figure would not be of any use or 
help to you. 

Let us never forget that nature demands above all 
things to be respected. That will save us discouragement 
and sorrow ; our faith in nature gives us confidence and 
strength to struggle on. True courage and boldness as we 
admire it in the greatest artists can only be born from the 
feelings which study has developed. False courage, the con- 
ceit and self-consciousness of ignorance, is the most regret- 
table, most dangerous vice for an artist. It radically stops 
all development and progress. Modesty, the inclination for 
naive research are, on the contrary, the most precious 
qualities in a beginner. He will get bolder in proportion 
as he understands better and has his artistic feeling more 
strongly developed. Such courage will not degenerate into 
vainglorious self-conceit. 

Modelling from an arrangement of Drapery on a 

Plaster Cast. 

Figs. 74-78 show the various stages of the work. 




Ob\ eise 


Isoita Atti da Rimini (Fourih Wife of 
S lGISMONDO PANDOLFO MaLVIESTA) 

Matteo dd Pasti of Verona 1446 


Re\ erse 

An Elephant 

ByMatilo dd Pash 01 Veron\ 1446 


MEDALS 

Cameos and Intaglios 

Connected with Low-Relief Sculpture is Glyptic Art, that 
is, the art of graving in relief or hollowing out hard stones. 

If we suppose that all historic monuments of Architec- 
ture, Sculpture, and Literature had been destroyed, that the 
remembrance of the Old World had been completely effaced 
from the memory of Man, and that in this shipwreck or 
deluge of human knowledge nothing had been saved but a 
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collection of engraved stones, coins, and medals, the dis- 
covery of this treasure-trove might suffice perhaps to rebuild 
and recompose the history of the vanished monuments and 
time. These engravings on metal and hard stones are 
indeed as books printed on them ; they give speaking de- 
scriptions ; men and objects are outlined on them by tangible 
representations ; their inscriptions are concise, but lucid, 
eloquent, and definite. 

The word Glyptics signifies engraving, and is in par- 
ticular applied to hard stones, that is, gems, rock-crystal, 
precious and semi-precious stones. We distinguish Intaglios, 
i.e. gems, where the design is hollowed out, and Cameos, 
where the design is carved in relief. 

It is through these cameos and intaglios that we know 
what the master-pieces of Ancient Sculpture were like, as 
they frequently contained low-relief copies of famous works 
and were splendidly executed by the Greeks and Romans 
— I remind you here of the Maenad of Scopas in the 
British Museum Gem-room and the Philoctetes by Pythagoras 
in the Berlin Museum — and again in the Renaissance times 
by artists of the northern nations. 

The originals for the cameos as well as for the intaglios 
are modelled in wax, and the stone is afterwards engraved 
by means of iron tools ending in a small disc or a ball, 
which is moistened with oil and diamond dust. The other 
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end of the tool is fixed to a diminutive lathe, and the 
worker’s hand and eye are used to guide and direct the tool. 

But this is a branch of art which has declined in our 
times, as there is little demand for artistic modern cameos. 


Medals 

The art which concerns us more nearly is that of medal- 
engraving. 

A medal is a piece of metal like a coin, but whilst coins 
bear the impression of a sovereign state or its ruler, and 
are circulated as means of exchange or money, medals are 
never circulated as such, but are struck in celebration or 
remembrance of persons or events, and are bestowed as a 
mark of distinction by sovereigns or authorities. 

A medal has two sides, the face or obverse, so named 
because it generally bears a head, and the back or reverse, 
which bears some relief or simply an inscription. Its 
engraving demands a laconic, concentrated style, and restricts 
the artist to give only what is essential and indispensable of 
the forms of his model. 

The medallist has the choice of several styles of work : 
he can carve his figure in relief on a steel puncheon, and 
take from this relief the hollow mould or matrix into which 
the medal is struck, or he can directly hollow the mould 
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out in steel and use this as matrix for the impressions of 
the medal — and this is the method which was formerly most 
in use — or he can have his model cast and work it up by 
hand. 

Of late years the art of engraving medals and coins has 
gone down. Mechanical processes are employed, and the 
result is mediocrity. Medallists are often content to make 
their model four times as large as the proportion which the 
medal is to have, cast it in plaster and cast-iron, and have 
it reduced by machine to the desired size. 

This is a very undesirable proceeding for figure-subjects 
on a medal, for the figures which are conceived in the 
large proportion of the model come near the relative pro- 
portion of nature which produces a petty effect in a medal. 
You will have observed in all antique medals or cameos, 
that the extremities of the figures are comparatively strong 
and large, that you are struck at once with the head and 
its character, the hand and its expression, that the personage 
stands well on his feet and retains thus in its small size a 
good balance and a grand air. 

If you happen to make the proportions of the head and 
limbs exactly comparative to those of nature, which is gener- 
ally done when first making a model on a large scale, after 
reduction it will appear like a rope-dancer or marionette, 
and will consequently lack force and nobility of aspect. 
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So you must learn the artifices or tricks which cause 

this branch of art to be not a simple imitation of nature, 
nor a mathematical reduction of objects, but a proud inter- 
pretation which prevents the artist from falling into cold 
servility. 

The impression of any image or sign on a medal is 
called “ type.” The use of this word is neither indifferent 
or accidental. The very word indicates the principal quality 
required in a figure graven on gold, silver, or bronze : you 
must imprint on it, above all, the typical character of life — 
in other words, you must idealise it by comprehensive 

generic accents of life, as you must to a certain extent do 
in all works of sculpture, but more than ever in a medal. 

In the most ancient medals the type is not yet the 

human head, but an inanimate object or a symbolical 
animal. 

In the fourth century e c. the face of the medal loses 
its allegorical character ; instead of local divinities it repre- 
sents portraits, frankly resembling — I remind you of the 
medals bearing the portraits of Alexander and Antiochus. 
However, the reverse of the medal, which yields to the 

engraver’s invention an open field, retains still a symbolical 
treatment of the nature and history of the country. If they 
have not a religious significance, the representations are in 
a way heraldic ; some are the arms of the people or the 
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cities. Thus the reverse is in divers ways a more or less 
ingenious emblem which gives the mind something to under- 
stand or to guess at. 

The laws of Numismatics, so marvellously written and 
laid down in Greek medals, and still well known and under- 
stood by the Romans, were lost awhile in the Middle Ages, 
the coins of which present a barbaric severity. Attempts to 
revive the art, like that of the Hohenstauffen emperor, 
Frederic II., who had his gold coins engraved after the 
pattern of antique coins, remain isolated, and it is reserved 
to the Masters of Italian Renaissance in the fourteenth and 
fifteenth centuries, above all to the genius of Vittore Pisano 
(who died in 1451), to revive the art of the medallist and 
bring it to rare perfection. Even in going nearer to nature 
he interprets it in masterly fashion by the character of the 
heads, which, even if you see them but once, make a 
lasting impression, so that you cannot forget them. They 
are no longer ideal figures, but living, speaking men, freely 

• 

sculptured personalities, which stand out from the rest of 
humanity in history. 

In the sixteenth century German goldsmiths and engravers 
distinguished themselves in engraving medals after designs of 
great painters. Albrecht Duerer is said to have himself 
executed three of his many drawings for medals. 

In the seventeenth century Georges Dupre (who died in 
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1643) flourished in France (medal of the Doge Marcantonio 
Memmo), Fig. 79. His medals express not only the bodily 
and moral physiognomy of the individual, but seem to palpitate 


Obverse. 

Fig. 79 — Marcantonio Memmo, Doge of Venice (b. 1556, Doge 161 

d. 1615). 

By Georges Dux j re. 


with life — the typical gives way to the realistic portrait. 
Although of high merit, his work is inferior to that of Vittore 







Coin by Pistrucci 
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Pisano. A good many other medallists are found at this time 
among French artists, and the art-branch is considered so 
important that Louis XIV. founded the “Academie des 
Inscriptions,” whose sole task was to provide inscriptions in 
classical Latin in the correct official style. 

The modern inferiority of this art, and in particular of the 
numismatic branch — here I wish to except the fine repre- 
sentation of St. George and the dragon on some of our gold 
and silver coinage by Pistrucci — is almost entirely due to the 
previously described method of working, and the mechanical 
reduction of a model conceived in a different proportion. 
An unconscious, brutal machine, of blind obedience and 
mathematical monotony, has been substituted for the fibre of 
the artist’s hand, the will of his soul. 

Besides, in our coinage, struck on a flat disc, the relief must 
be even everywhere ; the thickness or depth of the type is kept 
exactly to the level of the borders, so that the coins may be 
piled up. Such necessity is not imposed on the engraver of 
medals, which, not being made for bankers and money-changers, 
may at least retain degrees in the relief and keep free from 
those exigencies in which the beautiful is sacrificed to the 
useful. 

Study the beautiful Greek (Fig. 80) and Roman medals, 
as well as those of the Renaissance, especially Pisano’s. These 
masterpieces will reveal their secrets to you and prove to 

F 
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Lysimachus 


Philii Aridaeus 



Syria, b c 145-142 



Locri Opunii. 


Fig 80 — Greek Medal? 
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you more than any other examples that greatness is 
independent of dimensions, for greatness is a quality of the 
mind. 

In any branch of sculpture the treatment is different for 
different proportions, and this is more especially the case 
with medals ; the smaller they are the more need for 
simplifying the working. The Greeks understood this better 
than anybody else, and Pisano after them 

If you look at any Greek statuette of the good time, it 
strikes you as a whole by its grand aspect, and you do not 
take heed of its proportion, because it impresses you in the 
same way as a life-size work would. Nowadays, details, as 
numerous as they are useless, take away from the largeness 
of the work, and the public rejoices in this photographic 
sculpture, and says : “ How beautifully done,” where they 
ought to say : “ How petty ! ” “ How trivial 1 ” 

If you model your medal at once in the actual size, you 
will certainly make every touch in the scale of its general 
proportion, and will not feel the desire to overload it with 
wrinkles, crow’s-feet, and details of hair , large planes will 
receive the light, and a few touches on them will give an air 
of fineness without looking poor. 

A medal ought always to be treated broadly, but to model 
with breadth does not mean that you should carry this to 

boldness or insolence, as is so often done in these days — 

f 2 
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fortunately more in painting than in sculpture. The medal 
ought to show style more strongly than work on a larger 



Obverse. 

Fig. 8i.— Leonello d’Este, Lord of Ferrara (b. 1407, lord, 1444, 

d. 1450). 

By Vittore Pisano of Verona (b. 1380, d. 1456). 

scale. By style I mean simplified truth, divested of all 
insignificant detail, in fact the typical aspect. There is nothing 
more difficult than to get hold of intelligent life. You cannot 
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seize it by a literal imitation. If that were sufficient the 
photographer would be the best portrayer — and you know how 



Reverse. 

Fig. 81. — Two nude Male Figures bearing Baskets of Olive Branches 

' ON THEIR HEADS. 

By Vittore Pisano of Verona. 


deceptive the infallible truth of the photographer’s portrait is. 
An artist gifted with a soul can draw forth a soul. 

Before a feeling and thinking being you must feel and 
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Obverse 

Fig 82 — Sigismondo Pandolfo Malatesta, Lord or Rimini (b 1417, 

lord, r i432, d 1468) 

By Matteo de Pasti or Verona 1446 


think yourself, consequently you must choose everything . the 
attitude, the lines of the dress, and even the proportion of 
the background, which is capable of making the head look 
smaller or larger. 

If the person is tall, it will be well to make the crown 
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Re\ erse 

Fig 82 — The Castle of Rimini 
By Matteo de PaSti of Verona 1446. 


of the head almost touch the upper border of the circle of 
the medal , if the person is small, a certain distance left above 
the head will clearly indicate this fact. 

In the interpretation of nature which the medal requires, 
the artist must work with spirit. By spirit I understand not 
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only the aptitude of seizing delicate degrees and making 
them stand forth by co-ordinating or contrasting them, but 
also the talent of perceiving the essential qualities which go 
to make a face and whatever there is characteristic and 
expressive in it. 

This spirit shows to a marvellous extent in Vittore 
Pisano’s work. His medal of “ Leonellus Marchio Estensis ” 
(Fig. 81) is in truth a surprisingly admirable portrait; so is 
the Malatesta by Matteo Pasti (Fig. 82) , you see there in 
indelible lines an individuality which you could not possibly 
mix up with any other — it is full of style, because it is the 
typical personification of a man with that peculiar character. 

Execution 

Before beginning a medal I advise you to make a life-size 
drawing of your model in order to study the proportions, the 
details, and the movement of the forms. This drawing 
should be sincere and faithful without attempting any inter- 
pretation. You can thus in the first sitting observe the 
carriage of the sitter, the pose of the head, you can analyse 
and familiarise yourself with all his other characteristics. 

The best proportion for a medal is a diameter of from two 
to four inches, such as the masters of the Renaissance adopted. 
In a larger size the portrait loses the necessary concentration, 




the eye cannot so quickly seize its general character, and it 
comes near the proportion of the medallion 


•Preparation in Clat 


Un an even slate stick some modelling-wax, as thick as 
the projection of your medal is to be — (see Fig. 83) — without 
troubling about detail, beyond forming a rounded mass, 
diminishing in thickness at the outlines and giving in very 
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low relief the idea of a section of a head. This will 
help to give the appearance of substance and solidity to the 
head. If you begin by making the forehead, then the nose, 
mouth, &c , there will be a want of homogeneity and unity 
in the general plan The principle is the same which I 
have expounded in the chapter on Relief from Nature. 

Of course you must at once give to this mass the pose 
of the head and the direction and planes of the shoulders, — 
if there are any shoulders After that you hollow out the 
eye, project the nose and place the ear, which is generally 
parallel to the space containing nose and eye , then from 
behind the ear draw the outline of the jaw to the chin and 
from the nose trace the profile line of the upper and lower lip 
to the chin. On this line draw the line of the mouth, indicate 
its corners and the outlines of the lips, then the forehead and 
outline of the head, the neck, and so on. 

So far you should have worked with the light falling on 
the back of the model’s head, so that the profile throws a cast 
shadow on the background You will find it easier to draw 
broadly and you can better judge of the drawing and of the 
proportions, than if the light fell on the profile of the face. 

Having thus placed the features, there follows the work- 
ing of the planes, which should be done as broadly as 
possible, at decided angles which will allow you to test 
whether their direction is exact. (Fig. 84.) 




Fig 84. — Indication of Features and Planes. 


your model about the studio, so that }Ou get a perpetual 
change and yet have the same effect of light and shade on 
your work as on your model. 

Examine also from the front-view the relation between 
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the projections of the different parts, as, for instance, the 
relation of the forehead to the cheekbone, to the jaw and 
neck, the projection of the eye compared to the nostril, the 
relation of the latter to the mouth and chin, the cheek to 
the ear, and so on. 

You must keep a strict eye on these relations, so as to 
bring them into harmony and into the general scale of the 
medal I repeat that you cannot change the light too 
often, for if you work too long under one effect, the 
likeness obtained under this will disappear under another 
effect, and what appeared to be neatly drawn will look 
confused. 

It requires very attentive, precise, and careful work before 
a medal can pass the examination and resemble the model 
under all effects of light 

In progressing with your work you must also be very 
cautious not to lose its general substance by hollowing out 
certain parts, or by allotting too much projection to others, 
and thus losing the foundation-plane 

The superposition of planes must be executed in the wax 
with great precision, it may even be pushed to hardness , you 
must verify them in every possible effect In short, everything 
must be precise and sharp , nothing must be left to accident, 
there must be no jugglery with artful touches In the plaster 
it will be easy to simplify and soften. 
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Fig 85 — Superposition of Planes 


The principal superpositions of planes are 

1. The forehead over the eyebrow. 

2. The eye over the nose. 

3. The cheek over the eye, nose, chin, and neck. 

4. The wing of the nose over the upper lip. 
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5. The ear over the posterior part of the cranium. 

6. The sterno-cleido-mastoid muscle over the profile of 
the neck. 

7. The hair over the whole of the upper part of the face 
and over the posterior part of the neck, &c. (Fig. 85.) 

When you have pushed your work in the wax as far as 
the material will allow, that is, if everything is well in place, 
the characteristic attitude and resemblance obtained, by decided 
drawing, the planes strongly defined, you may proceed to the 
casting in plaster of your medal. 

With a soft brush wipe a little oil over the wax model 
and the slate background ; then mix your plaster — not too 
thick though — and throw a spoonful on the wax, blowing it 
about, so that it enters into all the hollow parts and makes 
a slight covering over the whole ; when it is settling add 
more plaster, to about the thickness of one inch. Be careful 
to cover enough of the slate, so as to leave a good space 
all round the head, in order to have enough material to cut 
the background out of. 

After about twenty-five minutes, or when the plaster begins 
to feel hot, you may remove the mould from the slate. For 
this purpose place the slate with what is on it under water 

for two minutes, and then push a fine chisel underneath the 
plaster, use it as a lever, and raise the mould, which will 
readily come off the oiled wax. 
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You have by these means obtained a mould (Fig. 86) in 
which you can work and improve your medal to a degree 
which can only with difficulty be obtained in wax Suppose 



Fig. 86. — Mould from Fig. 84 Retouched. 


any of the forms, say the cheek, lacks roundness and rich- 
ness, it is easy to attain that effect by gently hollowing 
with a rounded tool this form, which was convex in the wax 
and is concave in the mould. You must bear in mind that 
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the amount which you take from the mould will add to the 
projection in the proof. 

With fine and rounded tools you may thus go over all 
the parts of the medal which you wish to raise in relief. 

In order to keep account of what you are doing, squeeze 
from time to time a piece of wax or clay into the mould 
over the parts on which you have been working, and you 
will at once see the effect in projection. 

At first you will find some difficulty in knowing what 
you have done in the mould, as well as what you are able 
to do in it. It is an extremely rapid means of advancing 
your medal and giving freshness and brilliance to the forms. 
I advise you to practise it ufttil you have well mastered its 
uses and advantages. 

The difficulty of this method of working is greatly 
lessened by throwing a strong light from the side on the 
mould, so that you get violent shadows in the hollow, then 
screw up your eyes, and after having looked at it for a few 
instants you will see it in projection, and this impression 
will last some time, so that it is occasionally difficult to see it 
again as concave, and you work as if it were really in projegtion. 

Another advantage of this system is, that — the hollow 
parts in the wax jutting out in the mould — you can finish 
them and clean them up more easily, round them off when 
necessary. This will prove a good quality in the cast, for 
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the interiors will appear finished without having- the hardness 
which tool-marks in the wax always cause, and there will be 
a continuity in the modelling, a gentle blending of surfaces 
with interior parts, in fact it will greatly assist in giving 
the quality of unity and harmony. 

After having worked in this way all over the medal, it 
is well to take a wax squeeze of the whole medal, in order 
to see if it will be well to go on working in the mould or 
better to continue the work in relief. 

If the work answers to your expectation, you take a 
proof in plaster. The first thing to do is to soap the mould 
with boiled soap : put half a pint of boiling water in a sauce- 
pan and add a good tablespoonful of black soft soap of un- 
adulterated quality to it. Let this boil, and stir it until it is 
quite dissolved ; when cold, keep it in a corked bottle. I 
strongly recommend you to use no other preparation, as unless 
the soap is boiled, there will be unevennesses on the cast, 
for soft soap never gets quite dissolved when put on with 
cold water. Nor would I advise you to use hard soap by 
rubbing a wet brush on it and paint the mould with the 
froth ; this will cause an undesirable thickness in the mould 
and corresponding bluntness in the proof. 

You may use the boiled soap hot or cold, it matters not 
which, only it must be liquid, and should it be too thick, add 
some boiling water to thin it. 
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The mould is then completely filled with this liquid soap 
and left with it for a few minutes ; then the liquid is poured 
off, and after having given it some more time to absorb the 
soap left on its surface, you remove with a soft brush what- 
ever traces of soap are left in the hollows, and let it lie flat 
till the surface appears dry ; that will be in about 10 minutes’ 
time. Now take four or five drops of olive oil in the hollow 
of your hand, and rub a thoroughly dry, soft brush on it, so 
that its hairs just get moistened at the extremities. If it 
should have imbibed too much oil and show diminutive 
drops at the ends, you must wipe them off on a clean linen 
rag. Wipe this brush gently over the surface of the soaped 
mould until you perceive a diffused sheen on the upper face 
of the plaster. After this place the mould in a vessel and 
cover it up with clean water, and leave it there until it 
cannot absorb any more water. This will take about 
three-quarters of an hour if the mould was quite dry. 

If you do not use this precaution, you will have small 
holes in your cast which are caused through the dryness of 
the mould tending to absorb moisture from the cast and 
leaving air-bubbles in its place. When the mould is quite 
saturated with water, take it out of the pail and blow the 
large drops of water off ; it does not matter if a few small 
drops remain, as they will assist the plaster to run in the 
mould when you cast the proof. When everything is ready 
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and a clay-band put round the mould to keep the plaster 
up, you mix the plaster very evenly. Then proceed as 
before, i.e. blow the first layer all over the surface to make 
it go into all the deep parts — you may even assist the process 
with a damp brush — and when it gains consistency, fill it up 
with plaster to a depth of one-half to three-quarters of an inch. 
It is preferable to make these early moulds and proofs rather 
thick. Allow the cast to set for about half-an-hour and then 
plunge it for a few minutes into water. This will assist the 
process of detaching the one from the other, for which you 
push a very slender blade between mould and proof. By 
gently pressing they will separate. If there should be any 
difficulty, you put the whole back into the water and mani- 
pulate the blade so that the water will glide between the two 
surfaces. Of course, these directions apply only to work which 
will draw off in one piece, where there is no undercutting. 

A few minutes after you have drawn the cast off, and 
whilst the plaster is quite fresh, you can work on it with 
advantage by wrapping a fine linen or lawn rag over 
your finger, and modelling gently over the surface of the 
medal, as if you were modelling it in clay. This will blend 
and simplify the planes. You resume then the working 
from the model in the same way as you worked in the 
wax, correct and define the outlines, the superposition of 

planes, in short, do everything which can lend aid to 

g 2 
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accentuating the character ; you may also slightly indicate 
the direction of the hair. 

At this stage it will be well to settle the circle of the 
medal. By means of a pair of compasses you strike a circle 
on the background, using as a centre the ear or a point 
near it ; from the same centre you strike two circles within 
the first, the distance between them depending on the size of the 
lettering for your inscription. Draw the inscription in place 
with a very hard pencil, which will slightly enter in the plaster, 
so that it will appear raised in the next mould (Fig. 87). 

You take this next mould in the same way that I 
described for the first, but soap and oil your proof before 
putting it in water. When the second mould is ready, work 
on it or in it as in the first. The indication of the hair, 
moustache, and beard that you have made on the first proof 
will be in relief on the mould, and you can now dig them 
out with a tool according to the projection you wish them 
to have. Touch up the parts which seemed too fiat in the 
cast by gently digging into the mould ; in short, repeat the 
operation that you pursued on the first mould in such a way 
that you advance your work with fineness and precision. 

The letters standing out in the mould (Fig. 88) will also 
have to be incised (Fig. 89), so that they will be raised above 
the background in the next proof. 

When you have done all you can in the second mould, 
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Fig. 87 — Cast from Fig. 86 Retouched, and Indication of Letters. 

take a fresh proof on which you continue your study in 
detail. You will always find it useful to wrap a rag round 
your finger when modelling over a fresh proof, to reduce and 
soften projections, for instance, of the hair or beard, or of 
the letters. By rubbing the latter with the rag when they 
are too high, you obtain much better quality than by using 
a tool to work them down. (Fig. 90.) 
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I should like to hint with regard to the hair that it is 
just as well to put too many details in the mould, as long 
as they are correct in their direction, because it is so easy 



Fig 88. — Mould oi Fig. 87 with Letters in Projection. 


to rub them down with the rag until there is hardly anything 
left to show of them but the planes, which will suggest the 
fineness of hair with the slight indications that are left. 

If your medal has to be very small, say only one and a 
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half inches in diameter, and also very flat, it is preferable — 
after having made a large drawing and perhaps modelled it 
first in the larger size — to work it directly on the plaster to 
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Fig. 89. — Lettering Incised and Face and Hair Retouched. 


the required size. You take for this purpose a small 
previously prepared plaque of plaster, thoroughly dry, and 
draw the outline of the head and neck sharply on it in the 
actual size you want, plunge it in water to soften the plaster, 
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Fig. 90 — Cast of Fig 89 Retouched. 


and when sufficiently soft to yield to a knife, cut it down 
outside the drawn contour to the background, until you have 
left enough relief for the head. When your background is 
tolerably level, you begin to work on the plaster in the 
same way as on the wax ; the plaster being of firmer 
substanpe, you can at once arrive at greater precision than 
in the wax. When you have done all you can on the 
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plaque, take a mould of it, with the usual preliminaries of 
soaping and oiling, and in this mould you relieve the parts that 
are too flat, and work exactly as I have described it for the 
previous work. 

As it is rather difficult, -when you cut the plaster down 
round the head, to get a perfectly even background, and entirely 
in the same plane, the first mould gives you an opportunity 


Fig. 91. — Rough Sketch of Composition. 





to remedy this defect. Take a sheet of fine sand-paper and 
lay it flat on a table or any perfectly level board, and then 
rub the face of the mould lightly on it, taking care to hold 
it quite horizontally, until the surface of the background is 
absolutely flat. Of course, the head being hollow, you do 
not run any risk of injuring it by this proceeding. 

If you have to represent a draped figure, you must make 
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Fig. 93.— Mould of Fig. 92. 


your composition first on a larger scale (Fig. 91), then 
make a study of it in drawing from nature, so that you are 
quite sure what you want to obtain in the medal. 

Suppose this figure is to be on the reverse of a medal 
of three inches diameter. You trace on a slate a circle of 
this dimension, within which you sketch in clay the nude 
figure, at first in fairly fiat projection. (Fig. 92.) Then 




so that you have afterwards in the plaster sufficient material 
to draw the contours without making the figure poor and 
lean. The nude of a figure that is to be draped should be 


you find the planes and contrasts as in the study of a relief, 
when you have the pose, the proportions, and the intended 
effect of surfaces. Take care to make the nude rather full, 


Fig. 94. — Cast from Mould, Fig, 93, worked upon. 
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of rather comfortable proportions, particularly when it is for 
a small size, such as a medal. 

Arrived at this stage, you must take a first mould, on 



Fig. 95. — Cast with Outline of Drapery Incised. 


which you work in the same way as for a head. (Fig. 93.) 
Then take a proof in plaster, on which you draw and model 
the nude figure more correctly. (Fig. 94.) When you have 
finished it, take a very hard and finely-sharpened lead-pencil 
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Fig. 96.—- Mould of Fig. 95, having Outline of Drapery in Projection. 

and draw upon the nude figure the folds after the study from 
nature, press gently on . the pencil so that these directions 
for folds will be slightly incised on the plaster (Fig. 95) ; 
then make a second mould in which the fold indications will 
appear slightly raised (Fig. 96) ; hollow or dig them out to 
the depth that is necessary for the projection that you desire 
in the proof. (Fig. 97.) Take from time to time a squeeze 
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Fig. 97. — Mould of Fig. 95, with Drapery Engraved and Finished. 

in wax to see how you are going on. If some part should 
have been graved too deep, you can easily work it down in 
the proof. 

When you can no longer see in the mould what you are 
doing, draw a proof, on which you do all you possibly can 
by taking off (Fig. 98), drawing, and modelling, and if you 
find that in some part the relief is too flat, or the folds too 




Modelling 


poor, you make a third, even a fourth mould, and go on 
working in the same way. Never be afraid of making several 
moulds — I have sometimes taken as many as twelve moulds 


Fig. 98. — Cast of Fig. 97 Retouched. 

for a medal of this style, and found that after all that was 
the quickest and surest way of advancing the work. After 
some practice you even arrive at engraving a medal or a 
figure hollow into the plaster without any previous modelling 
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m wax, I mean starting with making the mould. Although 
this is somewhat difficult. I hold it to be no more so than 
modelling a draped figure direct entirely in wax, and you get 
a very good result. An object of small dimensions can 
always be worked in this way with advantage. 



Medal by the Author. 
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COMPOSITION 


Of all art-subjects the most difficult and delicate to treat 
is Composition, for it cannot, properly speaking, be taught. 
In approaching this subject the teacher must use special 
diplomacy towards the student in order to suggest, rather than 
to impose on him, those modifications which will make him 
advance. 

Here, more than in anything else, the master should 
become the physician of his pupil by pointing out to him 
what is suitable for his particular temperament. 

Before saying anything to the student about the correction 
■of his composition the master should try to assimilate the 
ideas which the student seeks to express. He should put 
himself in his place and become one with his pupil, and then 
with his riper experience continue the work by developing it 
.and strengthening it, but respecting as much as possible the 
■original conception. For a master to impose on his pupil 
his own conception of a subject is entirely contrary to the 
rules of artistic teaching ; in such a case the hand of the 
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student becomes merely the instrument of the master’s brain, 
and he never acquires the needful strength of conviction to 
produce a work of individual quality. The only result is to 
make the student lose all interest in pursuing and perfecting 
his own conception. And yet this is just what the master 
ought to assist him in, by speaking to him of the masterpieces 
of old, and by using all possible means that will help him to 
give expression to his own thoughts and sentiments. 

There is no positive law for composition ; still, there are 
some generally accepted “ conventions ” which the student 
will be glad to know without being put forward as absolute 
rules like the laws of the Medes and Persians. 

These few rules are based on observations drawn from the 
works of various masters of different epochs ; but no master 
resembles another, nor one epoch of time another, and yet 
there are splendid works in almost all. 

What would be the result if composition were taught like 
mathematics ? The training of people, who would all think 
and work in the same way, and who would have a ready 
prescription for every case. This is, perhaps, what one hears 
so often talked about as “ a school.” “ This artist has 
founded a school by his teaching.” 

Is that a desirable result? No, it is a most unfortunate 
result for Art, as by subjecting it to a fixed routine it kills 
the artistic germ which each individual may possess. 
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That is why positive lectures on composition are very 
dangerous ; I mean those which lay down absolute laws, 
for, strange to say, the most interesting works of art are 
always those which have escaped and avoided those laws. 
Imagine a lecture (and I have often had the misfortune to 
be present at such an one) before fifty students, ’where it is 
affirmed that “in order to fill the space ...” or “ in order 
to make a composition ” you “ divide the panel in two 
horizontally and then divide it vertically. In the centre you 
put a large mass, and by lines (always the same, mind) 
you connect the sides with the central mass.” Or you are 
told to divide any space into small squares, and in these 
squares find a combination of lines which will repeat, and 
so on. 

Will this develop the artistic intelligence ? No, certainly 
not. In order to develop this you must work from nature 
with the greatest sincerity, copy flowers or leaves, or what- 
soever it be, but with the most scrupulous analysis of their 
character and forms, for nature only reveals herself to him 
who studies her with a loving eye. In this way the student 
will find the essence of the spirit of composition — for there 
is nothing more harmonious, nothing more symmetrical than 
a flower, a leaf, and above all the human form — notwith- 
standing all appearance of irregularity. Here are found all 
the laws of beauty in composition, and the student who 
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copies them sincerely assimilates these laws with his tem- 
perament and personality, and creates for himself an 
ideal, which later on he applies to his own compositions. 
It is only by obeying that the artist learns to master 
nature. 

Of course, in a decorative composition there must be 
an interpretation ; that is, there must be something more 
than an exact copy of nature. The grouping of masses, the 
arrangement of lines must be conceived according to the 
place which the composition is to occupy, according to the 
effect which will harmonise with its surroundings. But these 
lines cannot be taught ; they are the personal gain which 
our conscientious studies from nature have developed and 
modified by our temperament (and, mind, everybody under- 
stands the spirit of nature in his own individual manner), for 
one thing is certain : you may set twenty students to copy 
the same model, and, notwithstanding their perfect sincerity, 
not one of their studies will resemble the others — unless the 
teacher has imposed on them his way of seeing it. 

There is thus all the stronger reason for developing the 
individual spirit of observation when it is a question of 
composition, which is entirely the result of sentiment and 
character. 

It follows that everybody has his own way of seeing, 
feeling, and reproducing, and this is what the master should 
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above all respect in the pupil, for it is this which makes 
the artist. 

Do not let us forget that routine is the greatest enemy 
to art. And the teaching of composition in the same fashion 
to every student leads necessarily to routine, and con- 
sequently to the killing of all personality by making the 
student adopt ways and means which belong to the master. 

There is nothing more unfortunate for students than a 
master who is a genius. The student, lost in admiration 
of this genius, no longer sees for himself, or belongs to 
himself ; he imitates the master, and there results an ex- 
aggeration of his typical characteristics, pushed to caricature 
without his personal finesse, and when we see the works 
of this imitator, however skilful and clever they may appear, 
they produce on us the effect of an intelligent parrot and 
inspire us with a feeling of pity. 

It is the duty of a genius to uphold the artistic standard, 
but he should above all abstain from teaching, for he has 
neither the requisite time nor the strength for the complete 
self-abnegation that is required of a teacher, and, I say, he 
must not have it either. 

There is a fundamental difference between one who 
practises only and one who teaches art. The former may 
be exclusive, unjust in his opinions ; he may, nay, he must, 
believe that he alone knows true art. That passionate 
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conviction will often be his strength. But imagine the 
teacher to be imbued with this strength and passion, and 
you will quickly realise how a young student, domineered 
over and subjugated, would lose all individuality of character 
and all the delicacy of his nature ; he might perhaps acquire 
skill, but it would be a copy of the master’s skill. 

A true teacher must exclude the systematic spirit from 
his judgment. Far from seeming to keep exclusively to one 
conception of art only, he must understand all those con- 
ceptions which have been produced before and must be able 
to receive from his pupils all the new modes of expression 
which can still be brought forth ; above all, he must never 
put his own example forward ; he should be absolutely 
impersonal. 

The genius teaches by his work, the professor by word 
and method. People rarely take into account all the qualities 
which a true teacher should unite in himself. Yet these are 
numerous and often of a high order ; the consideration and 
the advantages granted to the man who instructs the young 
generation are, however, rarely in proportion to his services 
and merit. 

The world is sometimes surprised to see such a small 
number of good teachers, particularly in the artistic branch. 
It ought rather to be surprised that men of value have 
allowed themselves by their aptitude for the vocation to be 
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entrapped into such an ungrateful and badly appreciated 
career. 

If a professor gives himself up entirely to teaching, and 
sacrifices to it even his desire to produce for himself, he is 
nearly always looked on as an unsuccessful artist. The 
esteem accorded to a teacher is measured by his success 
outside teaching. A young master will be asked if he 
can draw or model a figure, but never if he can demon- 
strate to others how to do it. All such wrong and unjust 
views are calculated to drive the best qualified men out of 
the profession . 1 

Now to come back to our subject. How many minor 
Stevenses do we see? How many minor Burne-Joneses? 
The worst of it is that these good people by their bad 
imitations make us hate what we liked before ; they almost 
make us regret that the artist had conceived an original 
idea, which was the personal result of his artistic intelligence, 
and that he brought forth this new note, of which all the 
lesser fry give us such imperfect imitations. 

Therefore we must allow the student before and above 

1 The salaries also which, are offered to young men, after having spent twelve 
years of their life in studying one branch of art, are more than ridiculous, — less 
than what a fourth-rate cook would earn, and the members of committees who 
are not ashamed to offer 20 per annum to a young master lack all respect 
for art and even self-iespect. A great deal might be said on this subject, and I 
hope some day to have an opportunity of saying it. 
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everything to be himself. We must never impose on him 
our way of seeing, so that he may be made to believe, 
even for a minute, that there is none but our own way of 
composing. On the contrary, we must show him at every 
moment the different manners of the old and best masters, 
and the beauty which exists in each of their different styles. 
To sum up : we must open up his horizon and enlarge it, 
so that by means of this enlarged vista he may perceive 
that “Art is infinite,” that it knows no limits, and that the 
experience of his teacher guides him towards developing his 
own aspirations and does not impose on him those of his 
master. 

It is a great mistake, and unfortunately one too widely 
spread, to believe that Sculpture or Painting can be perfected 
by completely forsaking the ground of simple imitation of 
nature in order to seek exclusively an ideal type of the 
objects they represent ; this is to ignore the resources of 
nature and the results of the infinite multiplicity of accidents 
which she brings about. 

With regard to invention I should like to strike a note of 
warning : Every and any artist must persuade himself, that 
frequently what he takes for an invention is only a matter of 
memory, a souvenir. But however richly stored his memory 
may be, and however exact, it cannot make up for the constant 
observation of nature in its infinite variety, for every object 
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in nature and every view of the same object produce entirely 
new aspects, the study and close observation of which may 
lead to the discovery of a new beauty, — a discovery which 
everybody makes according to his light. 

There is nothing more conducive to develop the power 
of composition than work from memory. The student should 
set himself the daily task of sketching from memory at night 
what he has done from nature during the day. And if he 
has seriously set himself this task, he will in his work from 
nature unconsciously study the characteristic side, the typical 
side of the action, the large lines, etc. He will no longer 
be inclined to look at details only, but at the essentials of 
all those things that go to make the typical. 

Further, by combinations of lines which he will be obliged 
to create, he will see their relation to others and will appre- 
hend their harmony ; in a word, he will develop his personal 
gift of observation, for the artist is nothing more nor less than 
an observer, and he is the greater or lesser artist according 
to the perfection or imperfection of this power of obser- 
vation. 

Begin this memory practice by at first only reproducing 
the principal lines of what you have done during the day, 
by reproducing what has appeared most striking to you in 
the individuality of the model which you had before your 
eyes, and as your study progresses you will also pass on to 
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the details in your drawing from memory. You should thus 
reproduce not only your daily studies, but anything which 
has struck your attention during the day • a typical head, a 
group of persons in the street, an incident, an accident. 
And if you make a mental resolve : “ To-night I will repro- 
duce this scene,” your mind will at once take note of the 
chief lines of a group, of the division of the masses, down to 
the movements of each individual and his or her contribution 
to the elucidation of the subject or incident. Thus uncon- 
sciously you will do^ -the work of composition, and you 
will have done it in your own individual way, for when you 
sit down at night to reproduce the scene, you will probably 
only indicate the essential part of the composition as expressed 
by the large lines, and you will complete it with the details 
that your own artistic feeling suggests. 

In this way, by observing nature, you will get your best 
teaching, your brain will be stocked with notes which will 
have become your own property, for they will be assimilated 
to your temperament and will be a fruitful store to draw 
upon in the future. 

And moreover, having to practise drawing from memory, 
you will be compelled to observe quickly, and this will help 
you in the studies from nature to see quickly what is typical 
in the model or in any subject. 

You ought to begin these memory exercises with simple 
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things, and gradually take up more complicated subjects. 
You will be surprised at first to find how very little you do 
remember, but you will rapidly develop your memory power 
and will note what a resource it may become for an artist. 
I have practised this work from memory very much, and I 
well remember how at first I found it impossible to remember 
anything whatever, but when I closed my eyes and concen- 
trated all my energy and will-power to see again the scene 
I wanted to reproduce, it would appear to my mental eye in 
every detail. As soon as I opened my eyes it disappeared, 
and nothing but white paper lay in front of me ; but by 
repeating the same process several times, I would succeed in 
fixing the picture on my mental retina, and after having 
rapidly indicated the piincipal action of the scene in a few 
lines, I would close my eyes again to see the details and fill 
them in. This was my way of proceeding, which I give 
you for what it is worth. There are probably other ways 
of arriving at the same result. 

In any case it is an excellent practice which makes us 
study not only the model in the studio in a set pose, but 
the movements and actions of different beings, all of them 
contributing to the expression and development of the scene 
passing before them. And I maintain that it is the best 
preparation for original composition, for things and scenes 
we have seen have naturally a greater force than those we 
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invent. It remains our task, in full freedom to idealise, 
amplify, and to accentuate the scene, and thus to add our 
personal note to that of nature, and I may go so far as to 
say, that involuntarily we strike an individual note in everything 
we reproduce sincerely, as everything which we have seen 
and which we draw must have passed through our brain, and 
must thereby have been modified by our own mental point 
of view. 

I do not hold with absolute rules on Composition. Let 
your compositions be the result of your own mental ten- 
dencies, of your feelings and emotion about those things you 
love best in Nature, and which attract you unconsciously. 
By these means only can you have the strength of conviction 
in your work. 

It is a difficult question which each one must put to himself 
some day : What do I love best in Nature ? What characters 
appeal most to me ? What moves and excites me most ? It 
seems very simple at first sight, but not so on closer obser- 
vation. | For we see so many works of art, we read so many 
criticisms — mostly written by very ignorant persons, but 
written in fine pompous language, in sonorous phraseology 
which dazzles us, — that we are every minute distracted from 
our own road, and occasionally it becomes impossible to find 
ourselves again. 

Lucky he who discovers himself, that is, his own bent, 
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early ; he has the chance of becoming a great artist if he is 
strong: enough to resist the direction and advice of others, 
who, not being able to enter into his identity, would like to 
see him after their pattern. He who has the strength to 
avoid this rock, he who has conviction and faith, and along 
with them an unlimited love for his art, has the gates of 
fame open to him ; he will do good original work, and not 
develop into an intelligent parrot. 

Although composition is an advanced branch of study and 
of an entirely different order to the work from Nature, you 
must not think that it is necessary to defer its practice until 
you have reached an advanced degree of execution ; no, 
rather from the beginning try it, set yourself subjects and 

try to do them as well as possible, or if not set subjects, 

try at least things you have seen which have left an 
impression. 

Do such compositions by yourself, but it will be well to 
show them all some day to your master. In those naive 
compositions which are quite your own idea and work, he 
will see the bent of your mind and the talent which guided 

you in them ; he will derive from them a clue to your tem- 

perament, and understand in what direction he will have to 
guide you, and he will often in the very faults and repetitions 
find an indication of quality. 

I have frequently had such examples before my eyes ; 
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such faults are sometimes only exaggerations of an innate 
feeling, and if the master perceives that they are often 
recurring, he ought to strive to detect the personal quality, 
and he should make the student see and feel gradually that 
he is exaggerating unduly and that modification will improve 
without destroying his individuality. 

The teacher should prove a physician to his student ; he 
should auscultate him carefully and frequently ; he should 
learn to know his temperament and ideas, and prescribe him 
the needful remedy : two doses of Michel Angelo to this one, 
three doses of Phidias to that one, and so on ; and he should 
give the doses in a well gilt and sugared coating, so that the 
student could never scent the direction which the teacher 
tries to give to the execution of his ideas : thus he will digest 
the correction and profit by it. 

Would it not be ridiculous if a hospital doctor were one 
day to order an emetic to all the inmates of his w ard w ithout 
taking into account their varied, perhaps opposite, ailments 
and wants ? It would be just as absurd if a master were 
to correct the compositions of all his students in the same 
fashion, after an invariable method, however different they 
might be. 

The study from the human figure is very different ; it is 
based on invariable principles of construction, on anatomy, in 
fact, on positive laws ; and from the beginning these laws 
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must be taught to all in the same way, because this know- 
ledge ranks almost as a science. But when the student has 
well grasped it, loosen the reins and let him show his own 
power and accentuate what he has learned. 

If a student more or less appropriates the characteristics 
of another artist, I should like to tell him of a correction 
which years ago my old master dealt me. I had one day, 
in very bad taste, introduced a figure group which I had 
seen in a bad artist’s work. My professor, who easily de- 
tected the theft, told me : “In art one must never steal 
except from the richest and best. This is very good and 
true, but it is still better not to steal at all. We should 
instruct ourselves from good works of art, admire without 
restriction what appeals most to us in them and draw all the 
lessons we can from them, but that does not mean that we 
should copy them ; we assimilate their qualities, and they 
get transformed in us by our character which, on the other 
hand, becomes modified as our study advances, as we progress, 
and as we overcome the difficulties.” 

Beginners are easily satisfied with themselves, particularly 
amateurs, who see no further than what is just before them, 
who will only study enough to emerge from the state of 
knowing nothing, and yet want to go in directly for “ ideal ” 
work. They see in their slightest efforts the realisation of 
their dream, and are surprised that others do not see an 
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equal amount of beauty. I shall not waste words on them 
beyond saying that they are wanting in respect for art and 
true artists. 

Discouragement, if we are fortunate enough to be dis- 
couraged, is always a sign of progress ; every time we are 
discouraged, it means that we have caught fresh glimpses of 
the beauty of Nature. Let that be a consolation to you and, 
on the other hand, be wary of satisfaction. 

An artist who is satisfied with his work is, artistically speak- 
ing, nearing his end, for he will no longer strive to advance and 
rise ; and in Art, when we do not go forward, we go back- 
ward. Nature keeps the artist up in the striving after pro- 
gress, but, unfortunately, when he has attained to a certain 
celebrity orders crowd in and the temptation is great to scamp 
the work in order to begin another commission. His work 
will then rest solely on what he previously learnt, he will 
repeat himself and sometimes see and feel how inferior his 
present work is to his earlier productions, but he will not 
understand that, if he would only go to Nature, she would 
give him new inspirations; for Nature is as generous as 
she is beautiful, and does not abandon those who love her. 
By working from Nature one never runs the risk of absolutely 
commonplace work. 

So let it again be said that the observation of Nature is 

the fountain whence the artist derives courage, and which 

x 
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gives to his work the character and variety in which she 
abounds, so that unconsciously, by adding his own interpre- 
tation, his work will bear the stamp of individuality. 


Before speaking of composition in relief, I shall say a 
few words about the different treatment which is demanded 
for the different places the relief may have to occupy. 

There are three distinct divisions of relief : high-relief, 
half-relief, and low-relief, and of course a variety of degrees 
between these. And it is not a matter of indifference which 
-of the varied reliefs should be applied to the decoration of 
.a building. 

High-Relief 

The first fact to be realised is, that every projection 
■casts shadows, and that every flat surface attracts and reflects 
light. 

Hence it follows that high-relief is proper for work which 
will be exposed to full daylight, and which, being placed in 
the highest part of an architectural monument, can only be 
seen from a distance. 

The Greeks in their best time used relief almost as high 
as the round for the sculptures adorning the Pediments of 
their temples (Fig. 99 and Fig. 100), the Metopes in their 
Doric architecture and the external Friezes. Had these 
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reliefs been less prominent, these wonderful works of sculpture 
would have been killed by the diffused light, that is, they 
would have become quite indistinct. 

Half- Relief 

In half-relief the objects and figures are only presented 
in half their natural projection. For works placed outside 
and at a considerable height, this is not suitable and satis- 
factory, The figures have not sufficient prominence to give 
them the appearance of roundness ; at least, the spectator is 
not able to make out at a glance which parts stand out and 
which retreat. The forms and outlines become indistinct at 
a distance, because the shades of the figures lose themselves 
in the cast shadows and their light parts hardly stand out 
against the light on the wall. 

Sculpture in half-relief is therefore suitable for interior 
decoration, or for easily accessible places. The Ancients 
made a very happy use of half-relief in applying it to objects 
of round form, such as vases, the shaft of a column (columnae 
celatse), as in the temple of Diana at Ephesus, or the balus- 
trade of a sacred well. It is easily understood, that in these 
cases figures modelled in the round would not only destroy 
the convexity and thus injure the graceful form of the object, 
but would also render the parts indistinguishable from a 
distance. 


1 2 
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Low-Relief 

Low-relief, or bas-relief as it is called, to designate its 
little depth, is particularly adapted to work which is placed 
in rather dark situations. Its most famous example in antique 
art is the Frieze of the Parthenon. This was executed in 
low-relief, because it received no direct light. Being placed 
within the Colonnade and on the upper part of the wall, it 
received nothing but reflected light, and could only be seen 
distinctly when the marble pavement reflected the sunlight 
on to it. 

It stands to reason that a higher and more accentuated 
relief would have multiplied the shadows in the shade and 
rendered the work indistinct. In order to make this frieze 
in its high place more distinct, the outlines are very neatly 
and sharply cut into the background, forming almost a right 
angle to the projection, so that the masses of the figures are 
strongly detached and the flatness of the relief is enhanced by 
the shadow of its contours, and the eye can easily follow 

these outlines containing the relieved figures of the com- 
position of the frieze. 

In the cases of superposed forms, as, for instance, where 
an arm crosses the torso, or when the leg of a rider projects 

on the side of his horse, the part most in projection is quite 

flat in order that its shadow should not cut up the form 
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behind it and thus take away from its projection, nor inter- 
fere with the more essential shadows which outline the move- 
ment of the composition. 

Composition in low-relief presents relatively less difficulty 
than composition in the round. As it is always executed 
on a background, and consequently has only one aspect, 
all our efforts are concentrated on the arrangement of this 
aspect. On the other hand, in a composition in the round, 
whether it be a single figure or a group of several, you have 
to consider and express the subject from every aspect, and 
to make your lines harmonise and be interesting from every 
point of view. Again, as relief approaches painting you can 
allow yourself any number of figures in it, all of which will 
contribute to explain the subject. 

Other difficulties, which I shall enlarge upon as we go 
deeper into the subject, compel me to advise you to begin 
your design studies in sculpture with compositions in relief, 
and not in the round as with the studies from the living 
model. 

In your first attempts you should limit yourself to a subject 
which requires only one or two figures, such as “ Music,” 
“ Poetry,” and so on. Later on, when you have acquired 
practice in the harmonizing of lines, the effects of shadows, 
half-tints and light, you should take mythological subjects 
requiring more figures. 
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When you arrange in relief a subject of one figure, the 
first question is to find a pose which will best express the 
idea you wish to represent , next the contrasts of planes and 
lines, of which this pose is capable ; then the arrangement of 
drapery (if the subject admits of drapery) which will best 
agree with the lines of the figure, and whose folds shall con- 
tribute to enhance the action , and lastly the accessories which 
will explain the subject to the spectator. 

The proportions of these attributes or emblems are highly 
important , if they are made too big, they risk destroying 
the scale of the figure, and if too small, they will appear petty ; 
your taste must guide you in the choice of their proportions. 

In a sketch, as well as in the execution in large propor- 
tions, every figure that is to be draped afterwards must be 
modelled in the nude first. Yet at the very first it is 
necessary to sketch in the complete subject, with figure, 
drapery, and accessories, so as to have an idea of the general 
effect. (See Fig. ioi.) 

When you have made up your mind, that is, when you 
believe you have conceived the best expression of the subject, 
the arrangement of lines and places, and fixed the space of every 
accessory, you should make a sketch of the whole ; afterwards 
scrape off everything that is in your way, viz. drapery and 
accessories, and proceed to model the nude of the figure in its 
large lines, paying special attention to settling the proportions 
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as exacth as possible in the nude (Fig. 102) , for it might 
easily happen in the first hasty sketch that drapery hides 
the true proportion of an arm, of the leg, or the torso, and 
when jou come to the execution of the design in large size, 
w r here the proportions are attended to more carefully, it would 
be impossible to obtain the same pleasing effect which you 
accidentally obtained in the sketch. 

I know, you cannot always have a living model in front 
of you, which would at once show you what is possible or 
impossible in a movement, but w r hat you can and ought to 
do is — as I have already recommended in my notes on the 
posing of the living model — to try the pose and movement 
yourself, to give the expression required for the subject, to 
observe the place and action of the hands, their relation to 
the act and the place of the head ; for in the relation of these 
points you will find the mimic expression of the pose. You 
should in reality play and act the part represented by the 
figure you are designing, for you can hardly expect a pro- 
fessional model to evolve out of his or her inner consciousness 
the feeling and expression which you require, if you have 
not given him or her an exact rendering of it yourself. It is 
only on those conditions that you can obtain from the model, 
if not the exact expression, at least the leading lines, the 
points of vigour and of rest of the pose. 

When you have finished modelling your figure in the 
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nude, see to the arrangement of the draperies as you had pre- 
viously indicated them in your small sketch, in its principal 
lines and masses. I always advise the student before begin- 
ning the drapery, to make in clay a replica of his figure in 
exactly the same pose as the sketch, but in higher projection 
(Fig. 103) — even in the round, if you like — and to drape it 
with a piece of muslin or other material. (This will, by the 
way, be an excellent practice in learning how to manage and 
arrange drapery on a lay-figure.) Thus you will have a 
model, which, even if you do not copy it exactly, can suggest 
to you combinations of lines such as you always find in 
nature. It remains for you to leave out some folds, or enlarge 
others, in your sketch ; in fact, to utilise whatever can further 
your design and improve its quality. 

If your sketch is of small proportions, it is desirable to 
■damp the drapery which you put on the self-made lay-figure. 
It will thus better follow the movement of the pose, and 
take of its own accord a better scale of proportions towards 
the nude (see Fig. 104); if you put the material on dry, 
the lolds are inclined to become too large, and to hide the 
chief lines of the figure. 

I repeat, that you must take from such an arrangement 
of drapery only what is absolutely useful to your sketch, for 
if you copied every detail the result would be confusion and 
the destruction of the unity of the design. (Fig. 105.) 







[To back /tag? i::o. 

Fig. 103.— Nude Figure in High Relief for Arrange- 
ment of Drapery. 
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You will do well to repeat the evercise of relief compo- 
sition with one or two figures several times before you try 
more complicated subjects. 

Composition in Relief with Sever vl Figures 

In an historical composition there are other things to be 
considered than in an arrangement of one or two allegorical 
figures, where, apart from the style and character, it is only 
a question of arrangement of lines and distribution of 
shadow and light. 

When you want to compose the representation of a 
precise scene, you should first prepare yourself for it by 
reading about the manners, morals, and customs of the epoch 
in which it took place ; by studying the individual character 
of each of the persons taking part in it ; further, by con- 
juring up before your mental eye the types of figures and 
faces which will best depict these persons and their different 
age. Then there are the costumes which subject and scene 
demand, and which play such an important part in the 
movement of the figures, for it is evident that a man clad 
in a heavy cuirass cannot move as lightly as another covered 
by a simple chlamis ; and lastly, the archaeology and archi- 
tecture of the period — its correctness will at once give an 
authentic look to the composition. To sum up, you must 
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try to transpose yourself in thought to the period in which 
the scene passes that you mean to describe. It would be 
ridiculous to seat a Greek general on a fifteenth century chair, 
or to drape with the peplos a thirteenth century queen. Yet 
similar mistakes are often seen in the work of students, who 
fancy that the only thing needful for a sculptor is to learn 
how to handle clay. 

By getting a subject up in the way I have indicated, 
the student is compelled to read largely, and if he chooses 
his subjects from various epochs he will learn to understand 
and be imbued with the spirit and character of the different 
periods of history 

Many young art students start on their art career without 
any previous literary education and culture. The teacher 
must with all his might induce them to make up for this 
lack of culture whilst there is time, else it will be fatal to 
their future artistic creations. 

By studying attentively the authors who treat of our 
subject, we make our study in composition all the more inter- 
esting and characteristic, and at the same time, we acquire 
historical and archaeological knowledge. 

Having become familiar with the personages in your 
design, you must begin to play or act their part. You have 
to ask yourself : in what way, by what change of posture, 
would this man express such or such a sentiment? It is 
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obvious that a jDerson with a cool, deliberate disposition will 
not gesticulate in the same way as another with an enthu- 
siastic temperament. Sly Ulysses will not reveal his emotions 
in the manner of impetuous Achilles, nor will Helena act like 
Iphigenia. The gestures of any of these personages must 
be different in whatever situation they may be. The differ- 
ence of natural gesture is consequently well worth studying, 
for gesture is not only different in individuals, that is, 
modified by each person’s disposition, it varies also in 
character according to manners and ideas pertaining to dif- 
ferent climates, and every nation stamps it with her individual 
genius. Picture to yourself, for instance, the reserve of an 
Englishman as opposed to the laughing gesticulation of a 
Neapolitan. What a difference between the two ! And yet 
notwithstanding all variety, the origin and root of gesture 
lies in the human heart, in which you may find every shade 
between the extremes, and by observing the gesticulation of 
each nation and race the artist will acquire a good scale of 
gradations. But in reproducing these, his taste will have 
to decide where to emphasise without becoming vulgar. 

You must try then to reveal by the gestures the character 
of each person — make it, as it were, a biography. Having 
thus well imagined the scene to be represented and tried to 
play the part of each actor in turn, begin to ’group your 
personages in such a way that they all contribute, according 
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to their importance, to explain the subject. Do not put in 
any unnecessary figures which would only lead to confusion, 
but try to get contrasts of age and height, that is, of course, 
if the subject will allow of it ; introduce an old man, an 
adult, a child, a woman, a young girl, etc., to help towards 
obtaining variety of form, and thus rendering the design 
more interesting. 

It is sometimes a good plan, and we have striking 
examples of it in Egyptian and Assyrian reliefs, to have a 
repetition of movement among the personages of secondary 
importance ; but this should be done with great tact, else 
the composition would become monotonous. For instance, 
if the principal motif of the subject is in the centre of the 
composition, and the arm-movements of the secondary figures 
tend towards that centre, the eyes of the spectator will be 
guided towards it and his attention will be attracted, so that 
he will easily see what you mean to express. 

You will start the actual blocking-in of your composition 
with the general grouping of the figures in principal and 
secondary masses. (See Figs. 106 and io6a.) If the figures 
should be too far from each other, you may take advantage 
of drapery to unite them and render the masses more com- 
pact, or the same result may be achieved by accessories, 
arms, furniture, architecture, etc. 

In a subject where the attention of the spectator is to 





lie Io6v — RoilH SkLKH 01 C OMPOM1ION 




[To. 








U ilvJ Pag 

-Nude Figuefs in High Ri i ih iok Arrvngfme^t or I )r \pi ky. 




126 Modelling 

From this drapery arrangement you take, of course, only 
what is needed for your design, and suppress all the details 
which might cause confusion and hamper the unity of the 
design. And unity is the true secret of the success of any 
work. Perhaps you will ask what unity means in a com- 
position ? It means a certain general concurrence in the 
character and choice of the important lines, and the existence 
of a dominant part in the arrangement to which all the other 
parts tend. 

You must pay great attention to the value of the masses, 
and avoid having several of the same volume. These latter 
may pass in a purely decorative allegory, or be even occasion- 
ally necessary there to preserve the equilibrium and balance 
of the architectural feature of which it forms part. But an 
historical relief applied to an architectural structure is always 
framed by a moulding, so that the design is already 
separated from the building by the frame and becomes a 
sculptural picture, and we may therefore contrast the masses 
as much as good taste will allow. 

Sometimes you will get into difficulties by your masses 
looking too round or too pyramidal in their contours, and 
giving to the general design a want of strength and 
stability. I advise you then to try a few straight lines, 
either vertical or horizontal, which you may bring in under 
the plea of an architectural feature. These will assist vou 
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materially in rectifying the balance and unity of the whole. 
You will observe in Fig. no, where two masses or groups 
form an unpleasant angle, a horizontal line unites them and 
gives simple strength to the composition. 

If, on the other hand, the masses in your design are 
filled with violent gestures in horizontal directions, a vertical 



Fig. no. — S howing the effect of 

TWO MASSES HAVING A VERTICAL 
TENDENCY. 



Fig. iioa.— ' Two masses having a 

VERTICAL TENDENCY CORRECTED 
BY HORIZONTAL LINES. 


line introduced will not only restore the balance, but also, 
by contrasting with the accentuated movement of the 
persons, will heighten the contrast and give more forcible 
expression to the action (see Fig. 111). The dominant lines 
which enclose the scene and the movement of each personage 
may be interrupted by parts which disappear more or less 
on the background according to the distance or plane on 
which the figure is to be ; but they should never vanish 
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altogether, or the masses will get weakened and confused, 
so that the result would be a lack of unity and clearness, 
for in a relief, seen from a certain distance, what strikes us 
first is the silhouette of its contours, and these ought to give 


by their drawing a general 
sentiment enacted within their 



Fig hi, — Showing the efs lct of 

TWO MASSES HAVING A HORIZON1AI 
TENDENCY 


idea of the movement and 
frame. 



tl(. II I\ — Two MISSIS HAMN'I, A 

HORI/ONIM II M>I \C\ CORRICIEIl 
m WRIICAI I INFs 


If you wish to shift the mass forward or push it buck, 
or make it more or less projecting, you may with advantage 
use the following means : — Slice it off by means of a thread, 
take it carefully off the background, and then lay it on to 
the right or left of its original place until you have found 
the most suitable spot, when you fix it by pressing it 
lightly down in the centre and blending the clay in its 
outline with the background. 
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Should you wish to have it in higher relief after having 
cut it off and removed it, lay some clay on the background 
in its place until you have the desired projection, and then 
stick your mass of figures on to this added clay. 

If you desire to diminish the projection, proceed in the 
opposite fashion, that is, after having cut off the mass, 
scrape some clay off the background and then stick your 
group on again. By this means you avoid having to 
remodel entirely what you had already done, and you can 
judge more quickly of the advantage of the change. 


I must now deal with a question which has given rise 
to endless discussions, namely, the introduction of perspective 
in low-relief sculpture. 

The Greek sculptors have always looked at the back- 
ground of their reliefs as at a solid plane and not as 
representing air or sky, and everything justifies their point 
of view. To begin with, the shadows which a relief casts 
on the surface from which it rises proclaim very clearly 
the solidity of this surface, whether it be a wall, a vase, 
or the shaft of a column, for if the marble background 
should stand for the sky, it would be absurd to let shadows 
be projected on to it. Secondly, if the sculptor wishes to 

represent the appearance of a painting, he must progressively 

K 
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diminish the size of the figures which he means to be in 
the background ; but he will be contradicted by the light, 
which will strike these figures as strongly as those in the 
foreground. 

It was, therefore, not ignorance which made the 
Athenians avoid optical effects in sculpture, but rather 
perfected taste which forbade them to break the gravity of 
architecture by imitations of paintings which would seem to 
pierce the wall, and which would be still more unbecoming 
on a vase or on a column. 

Is there in effect anything more offensive to an educated 
eye and mind than to simulate a concavity on the surface of a 
convex object, and to alter by an appearance of perspective 
the integrity of a column or a beautiful vase ? 

Surely nobody will imagine that the simple laws of 
perspective were unknown to the architect Apollodorus, of 
Damascus, who erected the Column of Trajan? And yet 
this lofty column, the spiral of which carried up to the 
clouds the colossal statue of Trajan and the representation 
in relief of his battles and sieges in the Dacian war, shows 
in the background of the relief buildings which do not 
retreat according to the strict laws of geometrical perspective. 
The artist has preferred a skilful mistake which respected 
the roundness of the monument to an awkward observation 
of graduated planes and vanishing lines, which, hollowed 
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out into the drum of the column, would have produced the 
illusion of a piercing where it w r as necessary to sustain the 
idea of indestructible solidity (see Fig. 112). 

Phidias avoided the effects of perspective in the frieze 
of the Parthenon, but was not afraid of introducing in some 
places an apparent confusion, as, for instance, where he 
projected equestrian figures on other similar ones. But the 
repetition of limbs and the superposition of horses turn out 
to be excellently calculated by the greatest of masters for 
imitating the embroiled movement of cavalry in motion, and 
contrasting it with the isolation of the other figures and 
the quiet dignity of their solemn march (see Fig. x 13). 

Modern low relief, alas ! is very far from Greek art. It 
has been subjected to the influence of painting, and to 
realise this you need only compare a specimen of the frieze 
by Phidias with the doors of the baptistery of St. John at - 
Florence by Lorenzo Ghiberti (see Fig. 114, and Fig. 115 by 
G. Bologna). Ghiberti has brought in aerial and lineal per- 
spective for the treatment of distance ; he represents moun- 
tains, trees, sky and clouds, and fancies thereby to have 
achieved a great progress over antique simplicity. But the 
brazen solidity of the background belies too clearly the 
vanishing lines and the illusory distance. 

Unfortunately, the Italian and French sculptors of the 

following century went on in this style of ultra-picturesque 

K 2 
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sculpture. They wasted all their energy and enthusiasm in 
piling figure on figure, plane on plane, cutting the marble 
away from full relief to the lowest half-tone in the back- 
ground. 

You will understand how this childish strhing alter an 
impossible illusion injured the purity of form and grandeur 
of style, how the essential qualities of art were forgotten in 
carving out unequal dark spots in order to protide the 
needed half-tones; in short, how effect was put in the 
place of beauty. See Fig. 116, Alexander and Diogenes. 

I do not mean to imply that all colours should be 
interdicted in low-relief sculpture, but I want you to under- 
stand that it is the significance of the subject which pre- 
scribes the general effect of colour in the relief. 

Let me conclude by impressing on jou that for the 
principles of modelling in relief you cannot have a belter 
guide and adviser than the models of Greek art, whethei 
you find them in the ornamentation of vases, in tombs or 
altars, whether they give life to a frie/e or to the pediment 
of a building, or whether they inscribe on the bus< of a 
statue those episodes and familiar scenes which go tnwuids 
explaining the history of the period. 
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preserve its roundness, its proportions, and, above all, be 
interesting from every side. 

When for a single figure you have fixed on the action 
which expresses your subject best, the living model can give 
you — apart from style — all the qualities you wish to add, and 
if you have the good fortune to find a suitable model, with 
the characteristics that your subject requires, you have nothing 
more to do than to copy it faithfully, amplifying here, accen- 
tuating there, its character and type. 

Simple poses are always preferable for a single-figure 
subject, and what is more, are more proper to sculpture, for 
the first condition of a statue is that it should stand well, 
should have a solid and firm position, and be so well balanced 
that the looker-on shall not be alarmed about its equilibrium 
and durability. It therefore behoves the sculptor to choose 
a simple action without complications, and to prefer an enduring 
action to an exceptional fleeting act. 

It is painful to look at a statue which wriggles and writhes 
in violent efforts ; such a statue may impress you for a moment, 
but if you have it longer before your eyes its contortions tire 
and trouble you, and you feel inclined to say : “ Please, take 
a little rest.” 

It is also very annoying to see a head which is laughing 
outright — it looks so very insipid. 

A single figure ought to give us the sensation of stability, 
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in the quiet grandeur, nobility, and dignity of the litter 
works and the annoyance or impatience which we feel 
before the former — notwithstanding our admiration for its 
technical excellence. 

Michel Angelo, who was fond of highly accentuate d poses, 
well understood how to imply a filling of rest m his sculp- 
tural works. If you look at the figures on the Medici 
tomb (Fig 1 19) you cannot fail to admin thiir stability, 
notwithstanding their highly accentuated attitude s 

There exist many life-size dancing figuris, w hi re the whole 
weight of the body rests on the point of one toe , and although 
many of them are perfect in execution, jet the} cause a feeling 
of uneasiness, and are all the more fatiguing to look at, as they 
are of large proportions. Such subjects for single figures are 
only excusable on a small scale, and not in marble either, 
but in bronze 

Execution 01 a Sim.li -Fiouki Ski r< it 

To make a sketch in the round for a single figure, you 
can make an armature or skeleton frame- work after the pattern 
which I have already described for the study from Nature ; 
the support should be of iron, the rest of lead-piping fastened 
with copper-wire, and everything in correct proportion to the 
size of the sketch you are going to make. These sketches 
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ca n be made in clay, modelling paste, or wax. The advantage 
in using the two litter materials consists in their not being 


liable to drying, which is with 
difficulty avoided when y° u use 
day in a work of small dimen- 
sions. In a figure of only ten 
inches in height you c an 1 e- 
place lead-piping by two or 
three threads of twisted copper- 
wire (Fig. I20 ) ; they will oc- 
cupy less space than the limbs, 

and are of a sufficient resistance 
t0 support the material ; and 
the 7 are also very malleable 
or easy to bend. The frame 
must be twisted and bent into 
the desired action (see Fig • I2I )> 
and ffien be slightly covered 
with whatever material you have 
selected to work in, the same as 
in a life study, and the correct 
proportions should from the be- 



Fig. 120. — Armature in Twisted 
Copper Wire, 


ginning be adhered to, otherwise 

it will be difficult to ascertain if the movement is possible ; 


at this stage it will be 


easy to turn and twist the figure 
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until the pose is quite as you wish it to be. (See Figs. 122 
and 123.) 

You might twist and turn an informal mass of clay or 

wax in all directions, it would 
| / never convey to you the spirit 

§ of the fineness of the action, 

^ % therefore the greatest neatness 

J is desirable, and is encouraging 

^ at the same time, as it will 

help considerably to draw and 
reveal the idea which underlies 
your composition. 

1 always advise my students 
to try the contrary of what I 
say, so that they may become 
convinced by their own expe- 
rience. It is even desirable to 

let students, who doubt the 

/ « ~ y master’s directions, proceed in 

their own fashion, so that, if it 

. , ’ 'is contrary to practical rule, 

they should find themselves, 
figuratively speaking, in a morass. After having allowed 
them to flounder and struggle hopelessly for some time, lead 
them back into the right way. That will convince them, and 
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give them confidence and faith in the advice of their teacher, 
which is necessary for their progress. 

And here I may as well put in a word for neatness and 
cleanliness in the modeller’s work. It does sometimes appear 
to me as if students believed that a sculptor ought to look 
dirty and be covered with clay, and not only have the clay 
on his garments, but also lying about his modelling-table 
and on the floor, have his tools and sponge muddy, the linen 
rags (used to keep his work damp) lying dirty on the floor, 
with puddles of water about — in fact, the studio to look as 
disgustingly dirty as certain famous stables of antiquity, 
which Heracles was set to clean ; and I must reluctantly say 
that lady-students are the greatest offenders in this direction. 
Now this proves to me a want of respect for your work, 
and a want of care and carefulness which is inexcusable. It 
shows that the student does not take sufficient interest in 
his study, else he would not surround himself with dirty . 
disorder, which must distract his thoughts from his work. 

It is on the other hand necessary to surround yourself 

* 

and your work with cleanliness and tidiness, to put out of 
sight everything unnecessary which might unconsciously attract 
your eye, and to make your work as attractive as possible, 
so as to enable you to see its faults distinctly and to spend 
all your care and attention on correcting them. 

However childish these details may appear to you, they 
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are of enormous importance, as I dare say you will find out 
for yourself by comparing the work of a tidy, methodical 
student with that of another lacking these qualities. 

When you have obtained the action of your figure-sketch 
to your satisfaction, and the correct proportions, you must 
try to invest its forms with the character of the person you 
are to represent, for it is clear that the forms of Heracles 
will not be suitable for Apollo or Hermes. Alter that you 
have to think of the head and the arrangement of the hair 
— a subject which plays a great part in the style of a statue 1 ; 
there is nothing which will change the character of a head 
more than the arrangement of the hair ; if it is done in bad 
taste, it will invest the whole statue — however good it may 
in other respects be — with vulgarity. On the other hand, 
you may often see a nude statue of rather ordinary execution, 
but where the hair and all the details introduced about it 
, have been done with such taste and care, that the otherwise 
commonplace statue seems to have style and distinction. 
The plinth is also of great importance ; its sue should never 
be more than necessary for the statue to rest on, the smaller 
the plinth, the taller and more elegant the statue will appear , 
but if it is unnecessarily large it will detract from the appear- 
ance of the statue, just as any other details on too big a 
scale would do. 

If a statue is to be draped, you can employ the same 
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means as for the relief study, i.c ., make on another armature 
a copy of the nude sketch of the same size, or even some- 
what larger, and then drape it with damp drapery. It is 
more difficult to obtain a satisfactory arrangement of drapery 
for a statue than for a relief, because it has to look well 
all • round, and the folds on one side must be as carefully 
attended to as those on the other side ; the chief lines of 
the folds from the front, profile, and back have to be joined, 
the principal masses have to be settled from every view, 
and lastly the details. 

If you proceed thus carefully in arranging the drapery, 
there will be harmony and intelligence in the folds, because 
one set of folds will spring from the other. But if you do 
not trouble about the whole to begin with, and, having 
found a pleasing arrangement for the front view, if you copy 
that by itself and then proceed to make another arrange- 
ment for the back and sides, your drapery will lack that 
feeling of continuity which makes for harmony ; there will 
only be different sets of more or less pleasing folds, which 
cannot have the clearness of expression that you obtain by 
the other methods. 

Another thing you have to avoid in making a statue is, 
stretching out the limbs in equal movements, so that they 
make angles of the same degree, especially right angles ; 
such geometrical figures round the body cannot lend elegance 
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are of enormous importance, as I dare say you will find out 
for yourself by comparing the work of a tidy, methodical 
student with that of another lacking these qualities. 

When you have obtained the action of your figure-sketch 
to your satisfaction, and the correct proportions, you must 
try to invest its forms with the character of the person you 
are to represent, for it is clear that the forms of Heracles 
will not be suitable for Apollo or Hermes. After that you 
have to think of the head and the arrangement of the hair 
— a subject which plays a great part in the style of a statue ; 
there is nothing which will change the character of a head 
more than the arrangement of the hair ; if it is done in bad 
taste, it will invest the whole statue — however good it may 
in other respects be — with vulgarity. On the other hand, 
you may often see a nude statue of rather ordinary execution, 
but where the hair and all the details introduced about it 
have been done with such taste and care, that the otherwise 
commonplace statue seems to have style and distinction. 
The plinth is also of great importance ; its size should never 
be more than necessary for the statue to rest on, the smaller 
the plinth, the taller and more elegant the statue will appear ; 
but if it is unnecessarily large it will detract from the appear- 
ance of the statue, just as any other details on too big a 
scale would do. 

If a statue is to be draped, you can employ the same 
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means as for the relief study, i.e ., make on another armature 
a copy of the nude sketch of the same size, or even some- 
what larger, and then drape it with damp drapery. It is 
more difficult to obtain a satisfactory arrangement of drapery 
for a statue than for a relief, because it has to look well 
all • round, and the folds on one side must be as carefully 
attended to as those on the other side ; the chief lines of 
the folds from the front, profile, and back have to be joined, 
the principal masses have to be settled from every view, 
and .lastly the details. 

If you proceed thus carefully in arranging the drapery, 
there will be harmony and intelligence in the folds, because 
one set of folds will spring from the other. But if you do 
not trouble about the whole to begin with, and, having 
found a pleasing arrangement for the front view, if you copy 
that by itself and then proceed to make another arrange- 
ment for the back and sides, your drapery will lack that 
feeling of continuity which makes for harmony ; there will 
only be different sets of more or less pleasing folds, which 
cannot have the clearness of expression that you obtain by 
the other methods. 

Another thing you have to avoid in making a statue is, 
stretching out the limbs in equal movements, so that they 
make angles of the same degree, especially right angles ; 
such geometrical figures round the body cannot lend elegance 
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to the composition, for they make the outline hard and take 
away from its harmony and homogeneity. (See Fig. 124.) 

In a kneeling figure you must 
take care that it should not from 
one point of view look like a 
cripple without legs, see Fig. 125. 
You have rather to contrive the 
lines of your pose in such a way 
that the spectator sees sufficient 
of the legs from 
every side to 
prevent such an 
idea rising in 
his mind. 

If your figure 
should be posed 

Fig. 124. — Diagram showing sitting or climb- 

Angular Pose of the Limbs. . 

ing on a rock, 

you must not give too much importance 

to the rock by making it too big, see Fig. 

126, else your figure would look like a toy 

on the rock and lose its sculptural aspect ; 

you must rather reduce the rock to the 

minimum of what is necessary to give the figure a solid 

footing or seat. In short, everything about a statue in the 



Fig. 125.— Diagram 

OF A KnkI’.I.ING 
Figure, giving 
TH l, Am.AR.VNCK 
OF A ('RIM’I.K. 
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round which is not the figure itself should be considered 
as a detail and not to be made much of, but should never- 


theless be executed in good taste. 

The action for a single figure 
as well as for a group in sculpture 
is suggested to the artist, or per- 
haps I should say limited, by the 
purely material necessities of his 
art ; he has to vary them with 
the different materials employed 
in sculpture. 

Before I start on the subject 
of composition of groups, I must 
say a few words on these different 
materials and on the action and 
gesture they permit. 

There are four materials prin- 
cipally employed in sculpture : 
Wood, Marble, Bronze, and Terra- 
cotta. 

Wood 



Fig. 126. — Diagram showing 
an Exaggerated Propor- 
tion of the Rock to the 
Figure. 


Sculpture in wood is more suitable for gesture than in 
stone and marble. A fibrous, compact, and comparatively light 
substance, wood has more power of bearing than stone and 
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marble, and consequently it can be projected further. The 
limbs of a figure carved in oak, cedar, or walnut, when 
stretched out from the body, do not run the risk of breaking 
with their own weight. A lively and expanded gesture, 
which would be impossible in marble, is quite possible and 
tolerable in wood-carving, where it will cause no uneasy 
feeling to mind and eye. 

Although wood-carving has been and is still applied to 
large figures, it is really more suitable for work of smaller 
dimensions which can be carved out of one piece. In any 
case it is for interior decoration, sheltered from the incle- 
mency of the weather, that one should employ a material 
which is liable to split. Besides being liable to the risk of 
being consumed by fire and eaten by worms, wood cannot 
promise the artist a long duration, that is, a duration in pro- 
portion to the time, patience, and skill spent on and required 
by the material, for the practice of wood-carving is not learnt 
- as quickly as that of marble-carving, it requires much greater 
skill in the handling of tools. 

Marble 

Of all the materials employed in sculpture, marble is the 
least suitable for violent action, and the simple, almost 
solemn, attitudes which the Greek sculptors gave to their 
statues were advised by the weight of the material. 
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For this very reason marble is very well suited for 
sculpture, as it compels the artist to observe a tranquillity 
of line and severity of outline favourable to the grand style, 
by rendering bold action and violent gesture impossible. 

Thus it is needful for a sculptor to be quiet and grave 
when he works for marble, but this restraint imposed on his 
genius will turn out an advantage. 

Sculpture in marble, on account of its robust and mascu- 
line simplicity, might be called the Doric order of Statuary. 
Its movement should be concentric, not eccentric. 

Bronze 

Before speaking of what is permissible in bronze, I will 
try to give you a summary sketch of bronze-casting, which 
may make it easier for you to understand its possibilities 
as a medium for the expression of your ideas. 

The art of bronze-casting, which goes back to very 
ancient times, as bronze was known before iron, was brought 
to high perfection by the Greeks. 

Within recent years the method of casting bronze in 
sand-moulds, which had been used for a century, has largely 
given way to the older so-called “ a cire perdue ” process, 
where the wax model is melted out of the complete mould, 
and which is now even applied to colossal statues. 

The sculptor who wishes to have his clay model repro- 

L 
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duced in bronze must first cast it in plaster of Paris. From 
the plaster statue a new mould must be taken, either a 
piece-mould in plaster of Paris or a gelatine-mould. 'Pile 
latter process saves to a large extent the retouching on 
the wax cast, as there is but one seam instead of the 
numerous seams of a piece-mould. The new mould is then, 
by means of a brush, covered with layers of a liquid wax 
composition until the desired thickness has been obtained, 
for you must bear in mind that the place ot the wax will 
afterwards be taken by the bronze. When the pieces of 
the mould covered with wax have been joined, they are 
tied round with iron strips, and through an opening left at 
the bottom a liquid mixture, consisting of powdered brick 
and plaster, is poured into the mould to fill it completely 
and form the core for the bronze. In larger work it is 
necessary to have an iron armature inside the core to give 
support to the bronze. This core will adhere closely to the 
wax when hardened, so that when the iron bands, the plaster- 
shell, and the gelatine-mould are taken off, the statue sup- 
ported by the core stands before you in wax. This is the 
moment when the sculptor has to repair any damage wrought 
in places during the casting process, especially where the 
mould has left seams at the joints. 

When the wax model has been touched up, it becomes 
necessary to insert small rods of bronze through the wax 
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into the core, and to let them stand out in order to join 
the outer mould to the core and to sustain the latter in 
place when the wax form has been melted. The bronze- 

caster also puts in a few ducts for the outflow of the wax 
which does not get absorbed by the mould and core, and 
in various places vents or ducts for the escape of air during 
the casting process, and lastly the “ ingates ” through which 
the liquid metal is to flow into the mould. Then the figure 
is covered by a carefully prepared liquid mixture of clay, 

pounded brick, and plaster, laid on in several layers so as 
to form a strong outer shell. It is a process that takes 
time and cannot be hurried, as any air-bubbles or any hidden 
place left uncovered will prove damaging to the work. 
When thoroughly dry the whole is placed in the casting-pit, 
and through the application of continuous heat the wax is 
melted and driven out through the prepared canals, but part 
of it gets absorbed by the mould and core, and helps to 
strengthen them. I believe the bronze-caster can calculate 
the proportion that ought to flow out, and thus be quite 

sure that every particle of wax has left the space which is 

to be filled with bronze. 

When everything has been prepared and the precautions 
that practice suggests have been taken, the liquid metal is 
poured into the mould, and, if no accidents happen, it will 
rise gradually and fill every space of the mould.' 


L 2 
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How exciting and what anxious work the casting itself 
is has been most dramatically described by Benvenuto 
Cellini when he cast his statue of Perseus. 

When the metal has been cooled the outer shell is care- 
fully broken off, the core is raked out, and the pieces of 
metal representing the ducts and any other unevennesses 
are removed. Then the sculptor sees his work transformed 
into an enduring material before him. 

Do not imagine that this superficial description is meant 
to instruct you in bronze-casting or to invite you to try it 
yourself. My only object in sketching the process is to 
explain to you how the laws governing movement in sculp- 
ture are modified by the nature of the material. A bronze 
statue is, indeed, comparatively light, although modern bronze- 
casters do not economise the material in the same degree 
as the ancients did, and this possibility of lightness permits 
the artist to have figures with outstretched limbs and flowing 
draperies which could not be done in marble. It permits 
him to lighten the weight in these overhanging parts by 
having a thinner coat of wax in their place in the mould, 
and, again, to increase the weight at the bottom to better 
support the superstructure. Bold poses and actions may be 
attempted in bronze without exciting anxiety so long as the 
laws of gravity and the dignity of art are respected. 
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T KRRACOTTA 

J ht; word means fired clay, but it is also applied to the 
unburnt clay. The use of burnt clay has not been restricted 
to the potters of antiquity, but was well known to the 
sculptor in very ancient times, and works which have been 
found in Egyptian tombs of the earliest times in Etruscan 
and Greek excavations prove that this branch of art is as 
old as that of the potter. 

In the middle ages terracotta was not much used; large 
statues that were not executed in stone or metal were 
formed in stucco and painted, but from the fifteenth century 
downwards great artists have not disdained to leave us 
their work in terracotta. I only mention here the beautiful 
portrait busts of which you find examples in the South 
Kensington Museum and the enamelled terracottas of the 
della Robbias Though the art declined in the seventeenth 
and eighteenth centuries, the latter half of the nineteenth 
century saw a revival of it, and it is much to be hoped 
that terracotta will gradually take the place of the much 
less durable plaster in architectural decoration. 

Terracotta statues are generally produced in the following 
manner. The clay model is cast in plaster in the same way 
as for reproduction in marble or bronze, and on this plaster- 
cast a piece-mould is made, consisting of numerous pieces 
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which can be drawn out of the deep and under-cut parts 
of the model without damaging it or each other, and which 
are one and a half to two inches thick. At the back of 
each piece a mark is made by gouging out a hole about 
half an inch deep, and when the front of the statue has been 
covered with pieces, they are brushed over with soap or 
clay-water and covered by a uniform layer of plaster about 
two inches thick strengthened with pieces of iron. Having 
thus moulded the front part, you go on to the moulding of 
the back of your statue, and proceed in the same way, only 
instead of enclosing the back pieces in one large .shell of 
plaster you make four or five of them. Then take the outer 
shell off the front, and draw all the small pieces off the 
statue, beginning with the last piece, and putting them care- 
fully in their places in the shell, which you will easily find 
owing to the gouged-out holes, which represent raised points 
in the shell. You do the same with the other pieces at the 
back, and put each small piece in place in the outer shell. 
This constitutes a piece-mould. 

The mould is then dusted over with French chalk to 
prevent the clay from adhering, and then carefully prepared 
clay, rather harder than it is used for modelling purposes, 
is pressed or squeezed into the piece-mould, beginning 
with the front of the statue. Care is taken to make this 
layer of clay of an even thickness, so that in drying the 
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shrinkage shall be everywhere the same and no cracks 
occur. 

The front half being finished you go on to the back, 
and begin with the part containing the head ; when that 
is finished you join it at once to the front, and put your 
hand inside to press the clay of the front and back pieces 
carefully together so that they form one mass. In the 
same way the succeeding pieces are treated, and when all 
the parts are joined, strong cords are put round the outer 
shell, and the clay is left to settle and get firm in the 
mould for a day or longer. After that the mould, which 
was hitherto in a horizontal position, is raised to the vertical, 
the cords undone, the outer shell of the front is taken off, 
and the pieces of the mould are carefully drawn off and at 
once replaced in the shell for further use. The back is 
treated in the same way, but a few pieces at the base are 
left as support, in case the clay should not be firm enough 
to support the weight of the upper portion. Where the 
mould has been taken off the work must be retouched, the 
seams must be taken off, and a touch here and there will 
give freshness to the work. Of course this ought to be 
done at once before the clay gets too hard, for it is not 
advisable to damp the surface again, as the moisture 
would run down and impair its solidity at the base. The 
work of taking a piece-mould from a relief is the same. 
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but much simpler, as one shell is sufficient to enclose all 
the pieces. 

A good number of proofs may be taken out ol the same 
piece-mould, and the proofs are put carefully away for months 
to dry before they are committed to the kiln lor firing. 
Through the action of firing they become as hard as marble, 
and better fitted than marble to withstand the damaging 
influence of our treacherous climate. 

The shrinkage during drying and firing is about one in 
thirteen, which explains to you why work intended for firing 
cannot be supported by an iron or wooden framework insult* ; 
the latter would remain rigidly the same, and would cause 
the clay to crack and break when it shrinks. 

Apart from this process, sculptors occasionally venture to 
have small sketches fired without having recourse to the above 
rather expensive process. There is a charm in the * idea of 
preserving an original clay-sketch, inspired and worked with 
« feverish haste, being quite spontaneous in design and execu- 
tion. But even such sketches must submit to the laws of 
gravity and the fragility of the material. You will occasionally 
find it advisable to cut off an outstretched arm or a flowing 
drapery, to mould and squeeze it separately, and fix it after 
firing by means of plaster and inserted wires. 

I have given you only a very general description of the 
process of making terracotta reproductions, in order to enable 
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you to understand what is permissible in the material. There 
are a great number of details which no description of mine 
could teach you, and into which only practice under a skilled 
moulder and caster can initiate you. 


O imposition of Groups 

A group in the terms of sculpture means an assemblage 
of figures united by a common motive or a common action 
and so close together that the eye can take them in all at 
once, and thus perceive the effect -which the artist has 
intended. 

It is action which gives life to Art; its object is the 
representation of the human passions and the action of the 
human will, so as to appeal to the eye and the emotion of 
the spectator. 

But the passions and actions of men do not usually reveal 
themselves in remote solitude. A forced action in a single 
figure borders on madness, and is as rare as its representation 
in sculpture would be insipid. 

Laocdon as a single figure dying in the terrible coils of 
the snake would not call forth our pity to the same extent 
as the group where his young children are joined with their 
father in the death-struggle with the monsters. 

In the conception of‘ a group the sculptor takes a step 
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which brings him nearer to low-relief. In whatever material 
the group is to be executed, the artist is allowed to depict 
more movement than in a single figure ; not only because, 
by the arrangement of the figures he can find combinations 
of lines and poses which may serve as points of support to 
the figure whose action is more developed, but also because 
a violent action will be justified by the presence of another 
figure of the group. 

A group of two, if both figures are to Ik* standing, is 
certainly one of the most difficult tasks in sculpture. If the 
subject, to be clearly understood, demands that both per- 
sonages shall face the spectator, the back view of the group 
cannot be very interesting, being without the two principal 
factors of expression, the faces ; there will only be two backs 
to be seen, and the front must necessarily show the only 
interesting view. This is only one of the rocks to be avoided, 
but there are a good many others, for the law which rules 
the single-figure composition, namely, that it should be in- 
teresting from every side, obtains also for the group of two 
or more figures, and therefore it is obvious that you must 
avoid evident repetition of forms and lines. 

A difference between the two figures in sex, age, or height 
is a great help towards this, and the contrast between the 
nude and drapery may also help to break the monotony ; 
the placing of the figures at different heights at the base 
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will supply another motif of outline and happier grouping, 
than if both figures were placed on the same level. If the 
subject permits it, an accentuated movement will contrast with 
a quieter, more dignified one ; in short, more than anywhere 



Fii. 127. -Diagram showing Apparln r Cutting Oet 
ot i'he Back Figukl. 

else, this is the occasion where contrast must be used to 
avoid the monotony to which a group of two is liable. 

The difficulty will be lessened if one of the figures is 
seated or reclining, and then again, it may not be possible 
to see from the front view the legs of the figure that is 
behind the reclining one {see Fig. 127), and from the back the 
sitting figure may not be visible. In short, there are endless 
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difficulties, and I have just mentioned a few because ‘‘ lore- 
warned is forearmed.” 

There is plenty of scope here for your individual taste 
to try and find combinations which will avoid these pitfalls. 
My own opinion about groups of two figures is that the) 
should be placed in front of a wall, in fact, that they should 
form part of its decoration, so that all the sculptor’s energy 
could be spent on the front view, and that it might be 
composed as a high- relief. 

It is easier to give to the composition an aspect ot 
roundness when you have to make a group of three figures 
in which there are differences of age or height. If they are 
placed at different heights on the plinth the composition of 
lines is less constrained, and there is less risk of repetition 
in the views. Still, here also you must avoid concentrating 
in one point of view what will explain the subject : the latter 
must be comprehensible from all sides. 

When the general conception of a group of several figures 
is ready in your brain and imagination, make a first small 
sketch from about six to eight inches high. Throw ,1 lump 
of clay on your stand, and knock it into the genera! shape 
that you have conceived, without first troubling much about 
the movement of each figure (as a composer would hum 
the melody and not trouble about the orchestration in his 
first sketch). Look out rather for the planes of contrast of 
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winch ><tur first plan is capable; then mark with small balls 
i)f ( l.i) the position of the heads of the various figures to 
indnatc the places whence the movement may develop. 

I haw this h\ its chief lint's in the planes which you have 
ihsKweied first, then the arms and legs will find their place 
(St« Figs i cN and 1 28A.) 

l'*> thus < voicing your composition out of a lump of clay 
tin* group becomes more compact, it has a sculptural quality 
which it would not have if the figures were modelled separ- 
ately and then grouped. The latter proceeding does not 
give brilliant results, and 1 have seen groups of three figures, 
where the six legs looked like six posts supporting three 
unhappy torsos. You will at least avoid that by starting your 
sketch with a solid mass of clay and avoiding unnecessary 
perforations. Michel Angelo has laid down the rule that a 
group should be so compactly composed that, if it is rolled 
down a hill none of the limbs would break off, and he was 
certainly right in principle, although the formula sounds 
daring. 

When the indication of planes and their combinations 
suggests the movement, you must examine how far this agrees 
with the feeling that each of the personages is to express. 
It is here even more necessary than in a relief that unity 
should prevail, not only in the ensemble of the composition, 
but also in the expression and gesture ot the figures. The 
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famous actor Garrick, in commenting on the tUting <>! a 
friend, who played the part of a drunken man, reprou d him 
by saying that his head was completely drunk, but that his 
arms and legs were quite capable — thus insisting on umU m 
gesture. In fact, an enraged man, who is re.uh to tight, 
will not simply express his fury in his face: his whoh bnd\ 
will show the preparation for the fight, his tendons will be 
strained for attack or resistance, his muscles will quker with 
excitement, his attitude will com -.pond with the emotion that 
possesses him. A despairing man, on the other ham!, who 
has lost courage, will appear as if all vital force had lett him 
his pose, his limbs will seem uncontrolled, his must li s slm k, 
in short, everything will express his state of mind ho \ott 
must observe it is not the head alone which exprt sses this 
or that feeling, but the whole figure. 

You should always be thoroughly imbued with the feeling 
you want to express and to excite in the spectator, anti 1 
repeat what I have insisted on before, you should try con 
scientiously to act the part of the man you want to represent 
to make yourself well acquainted with him by reading, and 
to try to realise with your mental eye the scenes you read of 
in poetry. 

When you are satisfied with the general effect of v out- 
small sketch, with its outline, its movement, and planes, it will 
be necessary to begin a second sketch in larger proportions. 
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in which *you will in a more definite way fix the movement 
of each personage, trying at the same time to preserve the 
compact mass of the first sketch. When the movement is 
settled, the exact proportioning of the limbs will follow, and 
then you will proceed to the execution of the work in the 
way 1 have already described for composition in general. 

I hope that these instructions will help you to overcome 
souk of the innumerable difficulties which our Art presents 
to tin- beginner. 

1 intend to complete the series by another volume in 
which I shall treat of the modelling of animals, and of the 
different methods of enlargement of statues from small sketches, 
and of different armatures for colossal work, for equestrian 


statues, etc. 







